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INTRODUCTION. (1—-23)




cguntry. EnsieF ooty stamps have been used as
minature posters, the impact of which depended
largely on the printing and graphic techniques of
the time. Certain countries were faster than others
in recognising the potential of stamp desion as iy
medium for advertising, nevertheless, it dig not
take too long before most Countries were making
Tl seno stamps for this purpose.

Ireland was no different to any other country in
this respect, and after she became a freestate
OnSdamuanyalib tihe e 1922 .« thie! neod to project same
sert of national image through her stamp design
had already begun. As Ireland was no longer under
British rule there was no need tg continue using
British stamps,as was the case for some eighty
years, so Ireland had their very first stamp issued
in December 1922. This was the first design in

a set of four. the other three designs were

issued at random throughout 1823. As a set they
evoked certain images of Ireland by using motifs
that were very much associated with Ireland.

I have discussed in my paper at some length all
tour designs including some of the essays (this

is the term used to denote a design for a stamp)
that were refused in the competition from which
the four designs were chosen. Not only was the
need toNpRaleota nat e nal image apparent in Irish
stamp design, politics and religion were also very
closely intermingled in the stamps of Ireland.

In this paper I will be discussing the very first
Irish stamps, which were issued in 1922-23, and
noting the developments that have taken plgce _
from that period right ‘up the present day in Irish
stamp design. I shall also talk about the changes
that have occured in typography, printing, the
sort of images being used and where possible
Comparing this to other countries.



This material included photographs of many original
designs that were refused for various issues over
the years, and also included some photographs of

the original pPreliminary sketches made by the
designer when working on his/her des igmns ihis

all proved immensely valuable to my written paper,
because not only was I able to discuss the designs
that were issued but also I could compare and discuss
those that were refused. I was also allowed to read
through some very old papers which contained a lot
of valuable and relevant information to my paper.

Those people who I would like to thankfor their

help are Mr. Fred. E. Ditxpin it Me S im Kelly,

Misie e AR EopancysuM e o Casey and Mr. Fintan

Walsh, all of whom were most helpful to me in my
research, and without whom I could not have completed
this paper.

I GHleE) feile e 9t wee necessary to go and speak
with somebody who actually had designed for Irish
stamps, so I travelled to London to meet with
Peter Wildbur who has been designing Irish stamps
from as far back as 1963. The information obtained
from Peter proved to be most valuable to my paper,
and at this particular stage I would like to offer
@ word of thanks to Peter Wildbur for all his help.




Ee?ore starting to read Chic papsr, it s necessa

0 understand the twao specific cat i X
1C catecories f2 i

W g GRS T siF

IS le R indtive Issies A definitive stamp is gne
which is used for Periods of up to 15-2(Q ears
although there are some seriss that have {asted
longer. After their time is up the series isg
Peplaced‘by another and the Process starts all
over again.

2. Commemorative Issues: A commemorative stamp
is produced for a Special occasion or tg honour
a distinguished_person dfiel 15 6n sale for
periods.up to 3 months. Aftap that they are
taken off the market and replaced by another
L

In erder te trage systematically the developments of
Irish stamp design, I have broken my paper into a
number of sections. Each section is clearly
indicated on my Contents Page.

Finally, to give a complete picture with regard to
e setting Up &nd development of Irish stamp design,
1" have included a brict synopsis of the Posta
hifstoay ot Treland " and how it actually operated
before the invention of postage stamps. In order
to be able to understand the printing processes,
which I refer to quite often throughout my paper,
I felt it was necessary to give some very concise
information on each process. 1In dcing so this
snould clear up any questions that may occur when
reading this paper.

Being a student in the field of Visual Communication,
and also having been interested in Irish stamps as

a hobby, the research and writing of this paper was
eifSspec i alt N intene sk oL men Lt s my hope tht my
writings will be of value to others W?Fh similar
interests who may wish to read it. With that I would

to proceed.
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The exact date of the establishment £ .
in Ireland is not known but it isn;egorggi ii:E pae
Evan Vaughan was appointed postmaster to Dubii; in
1638, so it was in existance by then. By 1670 there
was not only a regular twice weekly mail service
linking Dublin and London, but a similar service
linking Dublin to all the principal towns of the
island. The first Post Office in Ehe ety ot Nl
was in High Street and it changed location several
times until 1818 when it moved to a new building in
Sackville Street (now O0'Connell Street). Letters
sent during this period did not have stamps like
those we have today.

Instead a Handstamp was used which was known as

a 'Bishop Mark' and was invented by Postmaster-
General Henry Bishop in 1661 - and introduced in 157 0
Numerous types of 'Bishop Marks' were used in the
seventeenth and eighteenth centuries. I have included
some examples of the type of 'Bishop Marks' being
used from all over the world Fig.l.to give some
indication of how they compared with those being

used in Ireland at about the same time. It is
obvious that the design of sueh *Bishop Marks' did
not warrant a lot of thought, they were quite simply

a means of dating the despatch of letters for the
better part, the earlier 'Bishop Marks' were quite
simply a rough circle enclosing the day and mon@b :
the letter was posted. Some places in Great Britaln
used, the first letter from the name of their town/
city into which to work the day and month, and these
became their 'Bishop Marks'. Although these 'Bishop
Marks' varied from time to time nothing Very elaborate
was ever produced. These Marks remained in use for

about 125 years and never gave any mare 1nFormat;22

than the day and month which the letter was pos

round 1796 more elaborate handstamps - known as .
éoztmarks - were introduced Fig.2. These Marks conta}ngd
more information than the 'Bishop Marks' and often nha
some decorative elements within the design. As can
be seen from the example. Some of these ?ostma;ks
carried information such as 'Free or Paid’. TE13 =
enabled the postman to know whether or not be a
collect money from the recipient of the letter.
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For up until 1939/40 most people sent thch L
without prepaying them, anS tEe poigiaﬁhiéiléeﬁters
to collect the money from the person who recei aée
the Wietter. 8o if anybodyiwantednte pay in adzinc
of the letter being posted, then their letters Wep:
given these special Postmarks which showed that the
cost for posting was paid for. Similar to the
'Bishop Marks' the Postmarks were roughly drawn and
very often the information, which was hand-
rendered was inserted without any thought for
spacing of words or characters. Any decorative
elements were also roughly drawn and lacked any
great detail. Postmarks continued to be used to
denote whether or not letters were prepaic and

to give such information as date, time, town and
year in which the letter was posted, but the quality
of design never really improved. The use of such
postmarks continued until May 1840 - when Postage
Stamps were first introduced - and then the Postmarks
were used for a different purpose.

With the introduction of Postage Stamps, there was

a system required for cancelling any further use

of the stamps after they had been used for the GRSt
time. This system of cancellation involved the use
of certain types of postmarks to act as obliterators
on the postage stamps. The first official cancellation
mark was the Maltese Cross - which was believed to
have being adopted from the Tudor Rose. Many types
existed with local variations and different cEli@uies =
the commonest being black and red. I have inclgdeq
some examples Fig.3 to give some idea of the varilants
on the one Postmark. While many of them var%ed in
style, others were aiilisE BIESE it EVEEY passible way,
and example of this being the Belfast and Cork Crosses
Fig.3. Personally, I find it interesting the number of
variations that were concieved from the one design.

In 1844 the Maltese Cross gave way to the numeral
lliterator, as in BritainssSUnltice Britain which used
an oval shape, Ireland took the form of a diamonq
composed of horizontal bars containing a number lnlat
rectangular space 1in the centre Fig.4. Agaln AEE & @
to be said for the design of these particular
cancellation marks which were variable from town toce
town, except that they were quite bland in appearance.




With the Maltese Cross and numer i 1 : :
meant that there was not inFormai%oabitéipzzog?tlt
of postage etc. which had been in use in the ke
earl@er postmarks and 'Bishops Marks' so in 1855
cgmblned date stamps and obliterators, or ’'Duplex’
stamps, came into use in Ireland. s DublE adobted
distinctive types consisting of diamond-shaped
date-stamps with an adjoining oval obliterator
containing the office number Fig.5. The office
number telling the particular part of the country
from which the letter was posted.

As time went on various modifications were made to
the obliterator and instead of using numbers to
indicate what part of the country the letter was
posted, the name of the town was contained within

the postmark Fig,6. In fact these paostmarks/
obliterators are not much different to the modern
postmarks which are being used to cancel the stamps
of today. I must say that I Fipd’iENinbenesehne

to note that those marks which were once being

used to tell people where the letters were posted,
the date, year and, whether or not the letters

were prepayed - are now being used to cancel postage
stamps and yet give the same amount of information as
was contained in the postmarks of the eighteenth
century. It would appear that those postmarks, which
once had the sole purpose of rendering information
to the recipients of the letters, are now serving
thelicdialplBpeisSeRo f rendering information as to
where the letters were posted etc. and cancelling
out the postage stamps on the envelopes.

It was necessary to discuss these postmarks, 'Bishops
Marks' etc., as these were the only means Of
distinguishing where a letter was posted, right up
until the introduction of postage stamps %n May 1840,
and even now these postmarks are still being used.
Only now they not only give dates, time and name
of the town from which the letter was pgsted, they
alsoc act as cancellations for postage stamps.

The most famous stamp printing press in the world 1S

the 'Perkins Bacon Machine'Fig.9an which the worlds

1rs ' soEa e e e e s e ey
first postage stamp was prin e

Bloek it 18408 Eighlos On May 1st. 1940 the



Black'and ’'Two-Penny Blue’ wen +
'the.Post Offices of Great BritZia? S?iz ézgigghOUt
gizlgn, cgn51sﬁed pifiNa simple rectangle bearing
e priflle of Queen Victoria. Some ornate
ecorations were '
head, and the typzlagidsoir:\p??Ch Sice of e lcae
, y placed above and
below the head of the Queen. Interesting to note
that this stamp did not have the name of its country
on it. In the early years postage stamps were valid
only in the country which issued them, so there was
not need to add the name to the design. However,
after the foundation of the Universal Postal Union
in 1874 it was decreed that the country’s name had
to appear on the stamps. As a mark of honour to
Britain for inventing stamps, she alone was permitted
to issue stamps without a name on them and to this
day the portrait of the reigning maonarch is held to
be sufficient identification. Other countries
watched the development of postage stamps in Great
Britain,but some time elapsed before the idea was
adopted elsewhere.

As Ireland was under British rule at this time;
ordinary British definitive stamps were used
throughout Irish Post Offices Fig.11. This caontinued
until the signing of the Anglo-Irish Treaty of
December 1921, when it was decided thatremitasi
definitives would continue to be used in Ireland with
an overprint Fig.12 for the 26 counties until such
time as the new government had selected designs for
their own stamps.
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PRINTING PROCESSES. (8—9)




Throughout this paper I will refer to the different

printing processes used for producing Irish st
Therefare I feel it necessary to giv% i grieiuamps.

X -
of each process. il

n th 4 L 'FOUI DIU(:BSSES L\""
a l ere dare na
l ave beel Used, lettel"press, BEIEeSS p Ut[) CUT n

= ' ] grDV,L.-e a d

Both letterpress and recess were used to print all
Irish stamps from 1922-63. :

Photogravure was first used in the printing of Irish

stamps on December 2Z2nd. 1863, and is still being used
today. 3

Lithography was first used in the printing of Irish
stamps on October 18th. 1971 and s stillbeiyallicce
taday.

EENRTERPRESS,

This process known in some circles as the TYPCGRAPHIC
process was used to print all the earlier stamps.

The images on the plate are in reverse form; they
are reversed left to right and the resulting imprint
is in positive fomm. ke images on the printing plate
stand up in relief so that, when the plate is inked
and pressed against paper, the printed image 1is
obtained only from the parts of the plate which stand
inreliied,

RECESS:

This process is the opposite to letterpress in the

sense that the image to be printed 1is carried as the
name implies, 1in recesses in the printingpplate. 5

On the printing machine the entire face of the plate

is first covered with ink on a viscid type; Fhe

plate is then wiped clean but ink remains 10 the recesses
and is transferred there to the paper.

PHOTOGRAVURE.

This process is akin to recess in that ?he'lnk is
transferred to the paper from rgcegses 1n_the e
printing plate or rather the prlntlng_cyllqdeilas
plates used for Irish stamps were cylanEriga zorm
shaped. The recesses however, are not 1in 1n$ ol
like those in recess plates but are made up o'am .
5% cpililesy  whnis wke Lines e e photogravure stndp
not have the clear sharpness of recess 11ni§ ge éade
under the megnifying l2se, LR N0%,"nticable along
3 njointed dots, A& L o
Eaeogd;gsjof the stamps and in the script items.




Tbe big difference between the sharpness of th
11ne work of recess and the lack of the shar ni
in photogravure stamps is clearly seen underpa &
strong magnifying glass. However, when the
stamps are viewed without a magnifying glass, the
lack of line crispness does not always detraét
from the beauty of photogravure prints.

LITHOGRAPHY.

Lithography differs from the other processes in that

the image on the plate is neither in relief noE

recess but is photo-chemically etched on the plate’s

surface.

The composition of the plate surface is such that
water readily adheres to it but because of the
incompatability between water and grease, the
lithographic ink, which is a greasy substance,

does not adhere. The effect of etching, however,
is to make the etched areas grease receptive and
therefore, water repellant. 1In the printing

machine the plate is first covered with a film
of water but that water is repelled by the etched
areas; the plate is then covered with ink but

the ink is repelled by all except the etched areas.

Lithography has the advantage that it can cope
with very fine line work and with multi-coloured
printings.
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FEREEER?

Shqrtly after the Provisional Government of the
Irlgh Free State was appointed the following
notice appeared in the newspapers:

Ard-Difig an Phoist: AEh-EliaEh

The Postmaster General of the Irish
Free State invites designs to supersede
those now issued. All designs sub-
mitted should be of symbolical
character and may not embrace any
representations of a personal nature.
Inscriptions must be shown in Gaelic
characters. A. payment of £25 will be
made for each successful design. Any
design so accepted will be the property
of the Government, which will be free
to make use of it with any firm who may
be selected to produce the stamps.
Specimens of the stamps S0 issued can
be inspeected and full information
obtained from the Secretary, G.P.0O.

16 Upper O'Connell, Dublin

By Order, K.A.A.
1st. February 1922.

The response to this notice was amazing, and because
of the hundreds of sketches and finished essays
submitted the Postmaster-General called in the
Irish Philatelic Society to help select the final
four designs. On speaking to a number of peop}e
from the Irish Philatelic Society, I was able to
view some of these designs which were refused 1n
1922 . Having seen some of the de§igns I Fee% it

is not only necessary to discuss the chosen GBS}EnS
but also very important to discuss‘at some lengt
the essays which were submitted but not cboseg. a5
I found it very interesting thgt many oOf Fhe. gg-g
that were refused had very similar characterlstlcan
to those designs which were chosen. IThe essgyﬁ aere
be broken down into two categories, those whlcd
actually printed and producedJJrstamp form, an

those which never progressed.




The reason for some of the ess i

%n pr?ntgd form, was due to th:yir?:;n%rggogfcgd
issueing invitations to firms in DBublin and L;aze
to submit designs for the regular definitive e
series of Irish Postage Stamps - each of these
particular firms were printing houses. 0fficial
essays were printed by five firms, three of them
Irish, but none were used,so it was decided that

Irish artists should be commissioned to desien
the series. 3

THE EHOSEN DESTENS:

In%tially it is probably. wise to discuss the designs
which were accepted for use, and any points to make

with regard to the unchosen designs can be easily
compared.

The first of the four definitive designs chosen Fig.13
was 2d grey-green map which was issued on the

6th. December 1922. Designed by James Ingram of
Clasnevin and was entirely Irish in concept. Apart
from the inscriptions, which were in Gaelic, the
side panels were decorated with celtic knots and
shamrocks entwined with scroll work, which is
reminiscent of the illustrated manuscripts of the
medieval Irish monks. This aspect of the EeliEie
knots etc., was very prominent in most of the

essays submitted and in many cases proved to be

very overworked. Tnteresting to note that this
particular design caused some controversey, |
particularly in Belfast, over the map of Irelanov
depicted on the stamp, since ng national boundaries
were delineated. The same design was used_?or the

id claretFig.14 and the 1d.caramineFig.H§whlchlwere
added to the series at later datesie ainns part}cular
stamp design is one which I want to come back to at a
later wsttage, as it sassa number of things 1in common
with one of the refused essays - which I shall discuss
a Lieele furehiie ol

The second design to be released was tbat dfplctlﬂg :
the celtic cross, which was issued on the 1o§h. Marc
JoZ8ant Ehe  3d Ultramarine Fig.16. It was dESlgﬂEd by
Miss Lily Williams, a Dublin artist well known for

her portraits exhibited at the_Royal H}bgrﬁlan i
Academy. What I find interesting about B RS gﬁ :
stamp is that it would seem to have been meri }b e
modification of the design which was executed, DY

——
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same Miss Lily Williams, some fifi i
ForEthe Sinn Eeinl Partyi s Eav;Tziiguﬁzgrs ?arll?r
the 3d Ultramarine of 1922, her design ;éraLingSlde
Sinn Fein Stamp, so both can be compa;ed 'L‘? o
central feature of both i i Flg e
_Teat | designs being the celtic
cross with its circular arches jeiningSEhcRarms Th
cross used in the 1822 design features delicate.spiril
tracery and celtic knots - while the 1807 design
features the cross portrayed in a more slender and
;ess ornate form. Both stamps have the name 'Eire'’
inscribed across the centre of the cross, but both
use different lettering. The use sf the ShanBeek
motif in the four corners is consistent to both designs
and seem to me to be just filling space. Miss willigms
had an extra element to contend with in her 1822 design,
that was the need to work the denomination into the
overall design. I think she solved the problem
reasonably well and the fact that the value of the
stamp is used on the bottom left amd right, helps
to balance with the horizontal arms of the cross.

In fact the way in which the value is used in all feur
designs from this series is basically the same. The
numeral is placed on the right and left with the
equivalent value written across between both
numerals Fig.18. This was quite a common farmat to

a lot of the designs which were refused, and it
seems strange that all these different designers
should choose to use the numeral denomination on the
right and left-hand side of the design Fig. 18.

The third design made 1its debut with the zd br%ght
green stampFig.19 on the 20th. April 1923. Designed
by Mr. John J. DlRe sy a Dublin artist renowneq
for his illuminated addresses. The design conta}ns
an Ellipse surrounded by intricate celtic ornament
in the form of a dragon - which was tagen from the
Book of Kells, at the topHan the oval 1s an. :
inscription in Irish - ‘an elatd ﬁeanh sgluzs T
meaning 'the sword of lefiie? - Hlisitics the name'oé
a newspaper edited by P.H. Pearse, who was execipe
for his part in the 1916 Rebellion gnd is gymbo LG
of life and the renewal of the Gaelic spirit.



Certain elements of this particu :
mod%?ied -.From the origiial esséirti3222hdizl%g N
design as 1ssued Fig.20. In the design as issued E'EE' !
has a larger accent over the character 'E' and us &
a bglder and different typeface. Also in the de >
as issued the blade of the sword is broader hwti;gn
antre and becomes thinner at the hilt. The clenched
fist is larger than that depicted in the original
essay and, finally, the value expressed as 'pingin’

is done in larger lettering to that of the original
essay .

The fourth design from this series was the 23id -
brown Fig.z1 bearing the 'coat of acms ' of Ehe fois
provinces in a central shield surrounded by shamrocks .
In the central shield there is a harp for Leinster,
divided eagle for Connaught, three crowns for

Munster and, the red hand for Ulster. This stamp

was designed by Miss Millicent Grace Girling, a
ceramic and stained glass artist and book illustrator
of Waterford. The design of the shield is interesting
since some attempt was made by Miss Girling to show
the various lines and dots used Dy heraldic artists

to denote colours in monochrome. Having said that,

I think that not a lot of people, unless they have
some knowledge of heraldic art, would understand

this aspect of the design. Therefore I would imagine
that this particulaz aspect of Miss Girling's design
would appeal or be recognised by a small pergentage
of the publice = Iihave included examples of three
preliminary designs Fig,22 leading up to the design

as issuedFig.z3. Looking at these three esgays it

is easy to see the changes that were mgde Eeicac I
one before finally arriving at the finished design Fig.Z23.
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The first of the preliminary designs shows na va%ue
expressed and 'Eire’ is seen in a different typeface
to that used in the finished design. In the sgcoqd
preliminary design the value is_shown in very D?lﬂ
lettering and is changed again 1n the third pre-
liminary design, which has the valge expressed 1n
smaller and lighter lettering. This I.Feel ws: én
wise decision by the designer because tbe'IEt{Uiltgo
used at the previous stage was, in my o;:n.m.ort‘ia.8 e
heavy and dominating. Nevertheless, by the t_g £
got to the finished design it was decided to ¢ i g
the value of the stamp. This meant the designé:
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had to change the lettering of the =
condensed form. By doing %his the ;:igzn;i a more
to hold roughly the same size of lettering asai agle
at stage three, but because it was condensed hesza
able to acgommodate thg 'td. value. Other elementsS
of the design were modified through the preliminary
stages, such_as.the half eagle and hand with sword;
in the top right hand side of shield. This section
went th?ough changes at every stage leading up to
the design as issued. Having said that I think the
eagle depicted in stage two would have been a lot
better than the one used in the finished design.

I feel it is more graphic while the eagle used in the
finished design is.quite. bland. The final element
which went through a number of modifications prior
to the finished design, was the hand of Ulster.

At the first stage it is depicted with the left
hand being reversed out of the shield and the
adjoining arms being shaded by vertical lines.

By stage two the hand has not only been drawn with
more detail, but also has been changed from a left
hand to the right hand. The adjoining arms have
lost the vertical lines, which were used at the
previous stage. For some reason or other by stage
three the designer decided to get rid of the hand
and just have a solid central shield. Personally,
I think that the designer was right to change his
mind again, and in the finished design the hand

of Ulster can be seen in silhouette against the
clear shield and for the first time tiny dots_w?re
used to fill the four surrounding corners, Whlcn were
previously left blank. These dots would not mean

= lot to most people, but as I mentioned garlier
they were used to denote colours used by heraldic
artists when working in monochrome.

Finally having seen and spoken about all of these
modifications, I feel that most of them were necessary.,
and although the half eagle used in the ¥1n182id
design was reasonable I would have prgFerred e :
eagle used in stage two of the prellmlngry dgs;gn .
Nevertheless this is a small point Eg glck wit £
regards the gverall design, and to finish on_ilg a5
pEET titve Sna bRl 1ike the way the central S?lv S
echoed in the shields which encompass the value 0
stamp.
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Hav?ng discussed all four accepted designs
1qd1vidually, I would now like to move ;n and
dlscgss some of the refused essays, which were
submitted for the same series. When I have
finished talking about these designs I will

give some overall comments on the four accepted
designs and will be able to draw some comparisons
between them and the essays that were refused.
Although there were many essays refused I have
chosen to discuss a small cross section, as i
would be impossible to try and discuss all of them.

REEUSED ESSANS:

Some time in mid 1922 the Dublin Press Published
the following announcement

Provisional Government is Considering
these Designs

Free State Stamps that have been

.. . designs for Irish
From among the thousands o o ted those shown above for further

submitted, the Provisional Governnient has :velic
consideration .




As can be seen from this ner-cutting three of
the five dBS}gnS to be considered were finally
chosen. Having already spoken about the

chosen designs, I would now like %o take
at those that were refused. .

The first of the printing houses to submit essays
was Messrs. Do}lard. Firstly Dollard submitted
samples qF'thelr work in the form of typographed
labels similar in format and design to the 2c

stamp of Chile portraying Valdivia. These stamps
resembled the Chilean stamp in every respect

expect that the inscription and value were omitted.
I have included copies.ef the 1811 Chile 2 cent
Valdivia issue alongside the Dollard copy (purely
trial printing). Which was submitted to the G.P.O.
in 1922 Fig.24 why this particular stamp was chosen
to copy 1s unknown. Certainly it was done with-
out the knowledge or permission of the Chilean
authorities. As already said Dollard submitted
these labels for trial printing, and quite a
numbeqﬁdiFFerent labels were submitted as an
example of their printing. Although these were
only labels and not actual designs submitted to be
chosen for usage,l feel it was necessary to give
them a mention, for I believe that the Chilean

2 cent Valdivia did have some influence on the

type of layout used in a number of the actugl
essays submitted in 1922. I mentioned earlier on
that I would compare and refer back to James
Ingram’s 2d. green map (one of the chosen d851gnsJ”
Included alongside each other Fig 25 are James Ingram’s
2d green map and the Chilean Valdivia.

(F\Q-Zl,.) ","'f;f CA{LE et
VAL i .

I feel that the manner in which certain elements
have been placed within both designs bare a certailn &
resemblance. For instance, the curvature used over tne
top of the map of Ireland inside which 1s the name of
the country 'Eire’ is inscribed, 1s ve;¥'§1m1iar

o whe wey ‘Chile Comrzes” 48 p}aged within the T
Valdivia design. Also the Valdivia design Useé—hand
value of the stamp in the bottom-right and 1eFFh
corners, with the value written out between bDE
lonalas Llhichils exdeblvahewiies ieons }nht e

2d green map and, I did speak.earller abogtt ow
strange it was that all the Q1F¥erent artﬁs Sit

and designers had used a similar layout w enSince
came to putting in the value of the stamp.
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52? Chilean ValdlYIG was d951gneq in 1911 and the

_ green map designed in Hei272 dile S obvious wh

influenced who. Having said that T feel that i

James Ingram was not the only one to look tg th

Valdivia design for influence, there Were man -

others and this can be especially seen in they

format used for placing the value of the stamp withj

the design, One final comparison bet o
, etween

the 2d green map and the 2c Valdivia, in the top

left and right hand corner of the Chilean design

the star has been used as a decorative elément,'

whereas in the Irish design the Shamrock has been

used in the same positions, also the backgrounds

of both stamps are made up of very fine lines.

Whereas in the Chilean they are all horizontal,

the Irish design uses them vertically and horizontally,

with the horizontal lines being wavy to symbolise the

sea. Although it is impossible to state for definite

that the Chilean design influenced Irish designers -

it is I feel highly probable.

Dollard also produced a design which was in normal
stamp format and was a design that could have been
used, unlike their Valdivia essay. As it turned

out the design was not one of the chosed ones. I

found it interesting the number of colour variations
Dollards printed on this particular design. Three
styles were printed. Engraved in four single colours,
lithographed in fifteen single colours, and 1ith0graph§d
in twenty-three combinations of two colours. I thought
that this was an amazing amount of work for a design
which in the end was refused. I was able to pbotagraph
a number of these original essays, from the private
collection of Fred E. Dixon who also kindly gllowed me
to photograph the Valdivia essays anq many other old
and very rare essays, artists preliminary sketches .
and allowed me to search through old books and documents
of the 30's and 40's, without which I could not have
written this paper.

: 0 57
I have included photographs of Dollards essay Fig.c/

and directly undgrneath is a photggraph of the Dflglgié
painting by ’'Walter Till’ from which the d8§1%Q TOiS
essay was derived. The original of thls_paln ing :

with Fred E. Dixaon, and I found it very interesting b
to be able to see where the idea for the essay CaZ§cal ;
The painting features Hibernia, displaying QEPmm;t
virtuosity by holding a harp and blowlng a iﬁepeséay 5
This is exactly the same central feature of llah s e
with Hibernia holding the harp and playing the

4




while leaning against the fluted pj

_ ' _ pillar, sap
as in the painting. Changes, from paintingazi
€Ssay were made with regards'ot

_ Lth Athe background
Whereas in the Painting there are tre%s EEen

in th? bagkg;ound - the essay has the rays of
sunshlpe in its backgpouqd symbolising the dawn
of nationhood. Interesting to note that the

use of.rays of sunshine to symbolise the dawn

of nationhood is a central feature in a high
percentage of the essays that were refused, and
is not to be seen in any of the chosen diesiipmnse
? must say I like this particular essay and feel
it would have been worth considering for use.
Having said that I do not think it would have
fliitted in as parh ef ety with any three of the
four designs which were actually accepted.

What I mean by that is, all of the four designs
accepted were simplified and very flat in
composition and all were quite decorative in
appearance. 0On the other hand the’Hibernia’
essay 1s more figurative and life-like; there’s
@ Ssense more realish about it and it is not
lavished with decorative elements, such as celtie
knots, shamrocks etc. For this reason 1t would
have been difficult to make this design it in
with any of the chosen designs. Equally it must
be said that the four designs that were chasen,
do fit together well as a set, and no one design
dominates or shouts out above the rest.

Again you can see how a similar format to the
'Valdivia’' design was used when placing the value
of the stamp within the designFig.27, and I feel
that the numerals used are slightly too big in
proportion to the other lettering in the.des%gn.
Indeen looking at the rest of the lettering in
this design, it would seem to be that 'SlaPSFaE
na hEireann’, which is at the top of the design,
is slightly squashed. Nevertheless, all of these
problems could have been modified had the design
been accepted, which unforturnately for Dollard
was not the case.

Messrs. 0'Loughlin, Murphy and Boland prlnted
several essays for the design competltlon.. Fourd

of them were from designs by Willlam_MacBrlge an
three of them were by Evelyn M. Wallis. Both

of 'The Craft Workers Limited' (which was thenb18
situated in .Harcourt Street,FDEElln].Ssiygazng

to find copies of a number o ese e ; ,

En gne Casg managed to see the ac?ual pencil skestches
of one of the artists for his design.
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It 1s with this particular desiegn I wo :

to begin - the id design of Wil%iam Magégié;ke
which I have included Fig.?28 along with the
artists pencil sketches Fig.29, I found it very
interesting to be able.to see the preliminary
pencil sketches and compare them with the finished
design. Although the artist probably made many
sketches I was only able to find two. Nevertheless
these give a good idea of how MacBride wanted his
design to look. The first of his pencil sketches
shows his design beginning to evolve, with the
emergence of St. Kevin's Round Tower at
Glendalough, on the left-hand side of his sketch.

[Fiq.‘z_fbr: RICWRAL

PEnCL SKETHE Towards the foreground of his design is a rough

E%;akLgﬂkin sketch of a wolfhound which is one of the subjects
e Eec used in the finished design, but not to such a
WG Tyttign large scale. At this stage of his preliminary

THE DEVEoRien

sketches MacBride was: thinking of using the harp
GF S Ol

as a central motif, around which he was testing
the possibilities of placing some type. Also he
was trying out the possibilities of placing

the country's name ’'Saorstat na hEireann’ in a
rectangular frame at the top of the design. This
caused problems for him, because as can be seen
from the sketch he would have had to cut through
the tower, which would have looked ridiculous.

S0 by moving on to his second sketch, which by

then is a fairly accurate representation of the
finished design, we can see how MacBride changed

and modified his design. Firstly he moved the ,
rectangular frame containing ’'Saorstat na hEireann

to the bottom of his design. This allowed him to

fit the tower in without having to cut away any

of it. At this stage the tower is more clearer

with a hint of detail about it. While at the base ;
of the tower you can see some very sketchyreprgsgntatlons
of shamrocks, which are a lot clearer in the finished
design. Whereas, in his first preliminary sketch
MacBride was trying out the possibilities of having
the wolfhound a fairly prominent feature of his design,
his second sketch shows the hound represented much
smaller. Also instead of MacBride using the harp

as a central motif in his design, he has in this A
sketch used the rising sun as his central mOtlif ﬁh;od.
as I've already said symbolised the dawn of na 12 ]
Nevertheless MacBride did not discard e haiﬁ abottom
motif for his design, and he fitted it lntﬁ wslfhound-
right-hand corner of the design next to the )
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So by this stage of his prelimi
had almost reached his finished
looking at his finished design,
Fgel Ma;Bride used too many symbolic elements withi
his design and as such Lett TEa i e cluttered ;
You have the rising-sun, the tower, the wothound'

ha§p, shamrocks and of course some celtic patterns

Ljuet “feal £hat the design could have done without.

nary designs MacBride
design. Upon

I must Say that I
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one or two of these elements. Indeed saome of the
other essays subscribed by MacBride proved esven
more cluttered and over-done. I have included some

black & white copies of two other essays by
MacBride to illustrate my pointFig.30 both of these
I think are over-worked with celtic decoration and
in the second design the type within the design
becomes almost lost. Having said that I have to
say that of the three designs submitted by MacBride
I prefer the one with the tower, which I have
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TAx/ already discussed at some length, and feel it is
ey probably one of the better essays submitted overall.

As I've already mentioned, there were two designers
whose work was printed by Messrs. 0’Loughlin, Murphy and
Boland who submitted to the competition. The first
being William MacBride, whose work I've already discussed,
and the second designer was a lady called Evelyn M.
Wallis. It is worthwhile giving a mention to the

Miss Wallis essays as one of them is very similar to
the MacBride essay with the tower. Miss Willis
designed 1d, 3d, 5d and 7Zd stamps Fig.31. The Firs? of
these was not unlike the MacBride id design §how1ng the
round tower and the rising-sun, but was set in a

square frame, unlike the MacBride essay. Whereas

the MacBride essay has the inscription’Saorstat na
hEireann’ at the bottom and the value in words and
figures at the top - the Wallis essay has the value

at the bottom and inscription at the top. The

reason I've remarked this being, that most of the
essays that I saw and have shown in my paper have all
used the inscription of ’Eire’ at the top of the

design and the value, i1n words and figures, at the

) foot. This alsoc applies to the four ChO?Eﬂ d951g;§,
Cpﬂ o leaving the MacBride essay among one Uf the few w
Q%SBC)‘*Fﬁ% o T broke this format. This in a sense rglnForcisdeO
GH Mics WIS - Cog point about many of the designers having looked t

certain aspects of the Chilean 'Valdivia’ for
influence in design layout.
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ising-sun
The second of her

' : ’Saorstat na hEi !
set within the rays of the sun, with the Worgeann

"hEireann’ shaped to the circle of t
the side and the top panels containthe I
which seem to me to be somewhat mor
than the celtic patterns used in a
essays. The third design also featured the rising-
Sun surrounded by shamrocks, with the inscription
in a scroll at the top and the value, in words and
figures, at the bottom of the design. I must say
that most of the designers shaowed VEEY St ol a
imagination when it came to the lettering and its
layout. Having raised this point I shall elabaorate
more at a later stage in my paper. The last of
Miss Wallis's essays featured the harp as its
central motif, which was one of the ideas William
MacBride had in his preliminary sketches for his
essay containing the Glendalough Tower Fig.29.

It is fair to say that there is quite a similarity
amongst three of Miss Willis's CEEEWE . Ehis ie
mainly due to the motifs used in each of the three.
The central motif used in all three designs being
the rising-sun, which in my opinion is quite a
strong symbolical motif. I would have thought
that this motif would have been amongst the four
designs that were chosen, especially as it
symbolised the dawn of a nationhood. As Ireland
was after achieving her independance from Great
Britain, what was happening in effect was the dawn
of a nationhood. So therefore this motif should
have been seen somewhere throughout the ghosen
designs. I am not saying that Miss Willis's essays
should have been among the chosen designs, simply
thel motif of the rising-sun-SSln" et i tNanySc e chlE
Wallis essays had been chosen, then they would have
required a lot of modification, and really the only
one I would have considered for print would be the
first design with the tower. Even then it would SEVE
needed modifications, such as playing about with =
positioning of the lettering and value ot Ehe SE?SE,
and getting rid of those two vertical borders :_
seem to be there simply for the sake of depora lo?éerin
Elements such as these would have been worth cons;abl g
at the initial design stage and although theprfgl \
were, I doubt to any great degree. Just one Tinéa

o : 2 her fourth design
point about Miss Wallis's essays, g
which features the harp as its central motilrt 2
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reminiscent of the propaganda labels rin i i
U.S.A. in 1865-87 far the Fenian Move%enttiﬁ %;eggid
The essays were prepared but never put into use duel
to the failure of the Fenian Uprising.® "I have included
black and white copies of two such labels, alongside #
which I have placed Miss Willis’s essay Fig.3zZ.

Anocther essay which I found very interesting was the
one submitted by Richard Caulfield Orpen, Architect
brother of the more famous William Orpen, and a
teacher in the Dublin Metropolitan School of Art. The
design was based on a painting by William Orpen

'A Peace Conference at Quai d’Orsay’ Fig.33. 1 feel
that this particular essay.Fig34 was one of the
strongest designs submitted to the competition. The
central image featured 'Liberty' holding a torch in
her right hand and a harp in her left. Obviously
"Liberty’ symbolised freedom with Ireland becoming

a freestate, and the harp in her left hand was

added to keep an Irish flavour about the overall
design. The need to make each design look Irish

was very important at the time, which was under-
standable considering that in the eighty years previous,
Ireland had to use British stampsas they were under
British rule. Although this design was among those
refused, it did have qualities that were quite
different to most of the other essays. This
particular essay is the only one that I have seen,
and I have seen guite a few frem this compeEitEions
that uses photography as part of the design. The
central motif featuring 'Liberty' is actual}y a
photographic insert. If you look closely at the
photographs Fig34 , which were takeq from the orlglni}
essay, it is possible to distinguish the photographic
insert. The fact that Orpen used photography as
part of his design meant that the_e?fect of the OYET=
all design was somewhat more realistic %rem the pﬁl:u
of-view of the subject matter than many ot the o;ie-
essays which were less figuritive and more sympo —E.’
The architectural structure which Su?rounds .leer v
is very well balanced within the design and 1?
enhanced by the typography, Wblch.}s very we
positioned throughout the design itself.



Richard Orpen had obviously given g lot of

; . . tho '
to the 1a¥DUt of type within his design, and tﬁght
way 1in which he worked it into the architectura]

successful. Orpen used g ver
type-faee, ‘which [ did no: come’ acros st IaNEny

of the other essays. Not enly was this lettering
different from most other essays, it was very
well worked into the design, and this can be
seen from the way in which Orpen worked in the
inscription ’'Saorstat na hEireann' at the top

of thedesign. As the top of the structure slopes
upwards, the height of the type increases
accordingly, with the result that the title
'Saorstat na hEireann’ actually echoes the shape
within which it is placed. This took a lot of
work on the part of the designer and it is

well balanced off by the English equivalent of
'Saorstat na hEireann’ at the bottom of his
design, again using the same style lettering as

I have already mentioned earlier, Orpen’s essay
did have qualities that were quite different to
all the other essays, and apart from his use of
photography, he used a particular type-face to
denote the words 'Postage and Revenue’ which to
the best of my knowledge was not used on any

of the other essays.

This particular type-face was a'sans-serif’ and
not only was it not used in the refused essays,
there were no type faces of a similar vein gsed
in any of the issued designs, of Ireland, right
up until the 1940's. So Orpen was very much :
ahead in his use of type-faces. As far as Irish
stamp design was concerned, and ipdeeq hilsSuse

of photography was another concept which was e
totally ignored for many years to follow. Over-al

I found that Orpen’s design was very well structured,

typographically very competept and yhllkelggit
other essays it was not clutce;eq wlth ce thhis
patternstete. If I had apy criticisnSabole 2
design I think I wouldsay that the numer@}iie e
denoting the value of the stamp, are a 1Eioe

big in proportion to the other lettering. e
Nevertheless, I feel it is dgF}nltely one

better essays of this competition.



designed by a
f _ Mr. Walker of Rathmines (Dublin) and the es

were printed by the London Perkins,
Co. IEtds Shemtihae name
; _ to Page Four and you wil

says
i Bacon and
rings a bell then g0 back
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As I've already said, there were two designs
submitted, and unfortunately I have been unable
to find any colour reproductions of these essays
I, ap_indeed Findsans originals to photograph.
However, I do have black and white copies of
both and while the quality is not great, they
" should help illustrate my points. Both designs
_ Fig.35 feature the seated Hibernia, with her
left arm resting on a harp while holding aloft
a torch in her right hand. As far as I know the
torch 1s symbolic of the flame of 1life or indeed
could be symbolic of the flame of light leading
you out of darkness. At Hibernia’'s feet lies a
wolfhound, as used in the William MacBride essay,
symbolising vigilance and being on guard.
The frame on the 2d. essay took the form of an
archway surmounted by an antique crown. In_FaCE
this design is similar to the Richard QaulFlelq
Orpen essay which I just finished talklng about.
Similar from the point-of-view of Hibernia being

b
!
i
A

within the structure of an archway. Thg type is
placed in much the same positions in poth these
designs - ’'Saorstat na hEireann' running across

the top of both archways and the va%ue placed at
the base of each pillar in both designs.

Getting back to the Perkins Bacon essays, they

both Fgature the rising-sun in Hibernia's baQKgrougglic
which as I have mentioned a number of times is sym

of the dawn of nationhood unlike thg ?d. deilgn

the 3d. featured Hibernia simply set in a p_ilﬂ

circle with inscriptions and value tabletiha o

the top and bottom. I must say.I prefer f eciréle.
essay where Hibernia is set against a plain

T . : hich
VER Y 1y 3 ‘ Whereas in the 2d. Hibernia is set in a Cér;ég :
o THON or (e WS is then set within an architectural structure.
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This to me looks like theres a cir e
thearchway with Hibernia on the otﬁ:ia;izgliogi% ik
BIE S “The c%rc%e just does not compliment the h;;%
structure w1th1q which it 1s piliaceds Having

expressed my opinion for the 3d. essay it ds alsg
worth mentioning that a modified version of this
particular essay (3d.) was amongst the five designs
that were under consideration by the Irish government
(as shown on Page J. I have included this
modiFied'versiDn underneath both of the original
essays Fig. 36. You can see how 'Eire’ was substituted
for the longer inscription ’'Sacrstat na hEireann®’ and
the value tablets left empty. Also the wolfhound
was removed from the design, which I think was wise
as there were enough elements within the design which
were symbolic in nature. Although I have not seen
these essays in colour, I find them easy to visualise
and have no doubt that , with the correct handling
of type in the value tablets and reconsider the
typeface used for 'Eire' at the head of the design,
this design would have been as strong as any of the
four that were accepted. Unfortunately, this did
not happen and this design became part of the many
number of refused essays from the 1922 competition.

In conclusion I would like to say that, having
discussed all four accepted designs along with a
cross section of those that were refused, I would
hope that I have given a sufficient insight into
the quality of design and the sort of essays that
were submitted in this 1922 competition. I woglq
also like to make some. general comments on certaln
aspects of the design of these essays, both those
that were accepted as well as thaose that were ‘
refused. Firstly, I would say that the four designs
that were chosen Fig. Sy inSmseEn oo well
together as a set. This is mainly dug to Fhe V;Py
simplified central motifs of each design (i.e. Spn ]
of Ireland, Sword of Light, Shield.andlﬁross of LOWEL 5
The most detailed part of each design 1S Ehe ce%tiﬁ
decoration, which also adds to the fact OTtth? Toand
designs relating as a set. Thg use of lette?ingll
where it was positioned is qu1ce.con51sten lused
four designs and the same }etterlng has beent

to keep a sense of regular}ty among§t t:s iemést of
A point worth making at this stage 1S, . d

the lettering used in the ?arly Irish i 2
including the four definitives and mos

teri inished
essays, used hand-rendered lettering for the finls
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7 design. Although most

of this lettering was of

h good quality as can be seen from some of the

iy oo rg?used essays, it did become a bit sloppy at
Bapadlls 1 L tlmgs EiigL 38 Also the spacing between certain
e U letters at times tended to be a little out, Fig. 39.
DROLY CLAUSES & T ks

oLy c The necessity FD§ the four designs to work together
;L?w Tlh‘ . as a set was obviously very'important and considering
riiu%{:i‘llg e . e e;ch of the Fgur chosen designswere executed by a
;&rghﬁgqu [O Gﬁngg)LAgt OF  WNSUGETON different artist, they do funcfion as a SEine o ilhie
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I think was a problem with many of the essays that
were refused for instance there were many strong
designs amongst the refused essays such as the
Richard Caulfield Orpen essay Fig.33 and the
Perkins Bacon essay Fig. 35. Both of these were
strong individual designs but were difficult to
place with other designs to form a set. Although
many designers did submit more than one design,
which in a sense could have meant that all four
designs could have come from the one designer,

the designs tended to be all the same. What I
mean by that is, the designer basically used the
one central motif in most of his/her essays and
just changed about the surrounding elements.

A good example of this can be seen in the Willis
essays Fig. 31., here you can see how Miss Willis
used the rising-sun as her central motif for three
of her essays and just changed about the design

by placing decorative celtic borders or shamrock
motifs around the figure of the design. Really
these essays would not have worked as a set bgcguse
they were all saying or summarising the same ;hlng.
This was not the case with thefour chesen design,
each one symbolised something different énd, |
unlike many of the refused essays Whl?h tended to
cram the design with different sympol}c elen_wentsf :
they each had only one central symbolic thlFﬁWth
I feel was much better than having an array OrF
symbolic motifs cluttering the design.
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I mentioned earlier in my paper,.tbat.not ? }oteg.
imagination was given to the positioning O;ttzpthe
lettering in most of these essays. Very o EaFter—
lettering seems to have been shoved 1n as ago fee
thought. I think that this was mainly due Sosn
fact that many of the designs submlttgq ?:cwho 18
the printing houses, were by local artist




the type, how to space letters

how different welghts of type effected overall
look of the design. O0On the other hand there were
those who handled the type very well, an example
being the Richard Caulfield Orpen essay Fig. 33
which I have already discussed at some length,
Indeedmany of the Printing houses who s 1t
essays such as 0'Loughlin Murphy & Boland who

show the best possible use of type within their
designs. Having said that,printers to this day
are known for their bad use of typography.

It is also worth noEing that gl ot heon essays
ter this competition,. and indeed all other Irish
stamps right up to the sixties, were restricted
in-so-far as the possibilities in printing were
limited. Nevertheless this gave these stamps a
nice period quality which places them in a specific
era. Anybody looking at these stamps would have

no problem in estimating roughly when they were

in use. Indeed most of the colours used on these
early designs, both definitives and commemorative
issues, are colours that VO U T a R el e RS S -

see in print today. They lack a richness of hue
which is one of the characteristics of these :
early stamps that helps to place them in a specific
era.

Finally, I would just like to day that,.of all the
essays that have been illustrated and dlSCQSSEdlln
this part of my paper, they have, I hope helped to
show the artistic fashion of their time. Also
from the number of designs that I have shown, I
think it would be fair to say that the advice and
suggestions made by the Department of Post &
Telegraphs concerning the 1922 essays, were very
much adhered to by the designers. What I mean by
that is the Post Office obviously suggested the
sert of motif te be used feor the d951gn§.. I have
seen many other essays from this cgmpetltlon anri‘ii
those plus the essays illustrated in my paper a'n
use similar motifs. The use of celtie 1qtgrlacl g
in one form or another, shamrocks, the rising-sun,
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harps, round towers, sea shores, coats gf arms
celtic crosses and wolfhounds, are a it e ,
frequent to be a coincidence. I have includeg
some more essays Fig, 40 simply to give an idea
gf the consistent (se of these motif’s, Also
I would think that many of the designers were
briefed to use the lengthy titile ’Saorstat nga
hEireann' which I think posed a 1ot of problems.
In the event 'Eire’ was more simple and could
be fitted into the design a lot easier and
with more clarity.

All four designs chosen from this competition
remained in use for some forty-six years when
in 1968 a second set of definitives were issued.
Over those forty-six years higher values were
added to the set but holding the same four
designs. This particular set oF definitives
were obviausly very well liked, to have stayed
in use for so long. Indeed, since the issue

of the 1968 definitives another set has already
taken their place.



COMMEMORATIVE ISSUES 1922 — 1960's. (29 — 38 )




After the issue of the 1922 definitives, it was
another seven years before Ireland issued its first
commemorative issue. From then until 1966(when the
EASTER RISING series was released) Irish commemoratives
were confined to one, two or three stamps at the
most. The number of commemorative issues released
each year were very infrequent, sometimes only one
each year, and most of them were very dull and
unimaginative in design. Too often the designs
appeared obscure in themselves while the use of a
script and language which was alien to many people,
certainly to anybody outside of Ireland, did not
enhance their popularity internationally.
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Nevertheless, during the course gf my research
Came across some very interesting material :
cancerning many of these designs. 1p order tg
look at certain aspects in some detail SrEnEU
chosen a specific number of these commemorativeg
to discuss, whichshould give a very good idea of
the sort of designs been produced at that timel

One designer who designed quite a lot of these
early Irish commemoratives was Richard j. King,

a well known Irish artist. \One of his best designs
was the one issued to commemorate the death of
Michael 0’Cleary, Franciscan Lay Brother and one
of Ireland’'s most famous: annalists. The design
depicted a monk in the act of writing 'The Annals
of the Four Masters?’, a history of Ireland from
the earliest times down to the beginning of the
seventeenth century. The inscription on the
stamps, 'Do chum Gloire de Agus Onora na hEireann’
(For the Glory of God and the honour o< Ireland),
is taken from the preamble to the Annals.

During my research I discovered the original of
the illustration which was used in 'The Capachin
Annual of 1944' from which Richard King adapted
his image for the stamp design. I had seen this
stamp design many times before and never really
appreciated the amount of work the designer had
B ©le):

By comparing the illustration from ’'The C@puchin
Annual’'Fig. 41 to the original artwork Fig.42

gif R IR KN g sEiStE ampitcie SHiomBE it its p9551ple tg see
how the designer adapted the ’'Capughin’ illustration
to fit his stamp design. Elements such as the
seat,window, inkhorn and crucifix, all QF wh}ch.
were included in the original illustration, have
all been omitted from the finished dg51gn by

R.J. King. What I found to be most impressive

was the way in which R.J. King merggd his 1mag§ £
with the typographyof his stamp design. Remﬁm Z g
that all of the lettering on his design was ggh
drawn, it is quite astonishing the accuracy Wl
which the first 'E’ in Eire has been drawn. o

It is an excellent piece of craftmanship on s
part of the designer, and shows that he was very
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much aware of how to use type with an i
illustration within the stamg dosign oaeai b
S0 snugly into the sweeping stroke gf the i
character 'E', which itself is nicely contained
by the horizontal lines which vary in thickness
and rest at the top and bottom of the design.

I like the way in which the designer allows

the background to stay empty, because not only
do you get this play of positive and negative
shapes, it also means that when the inscription
was put into the design it was easily wedd.

Unlike most of the gealic lettering used in many
of the 1922 pssays;, R.J.: King's is very clearly
and accurately drawn, and this can be seen from
his rendering of the inscription which is so well
positioned within the finished desioma Wilihe
actual spacing out of this inscription caused some
problems even at artwork stage. I have included
alongside each other copies of the finished
artwork Fig.43 ) and the design as it was when
printed Fig.44 . If you look at the inseripticn
in both you will see how there was a slight
modification made before actually going from
artwork to print. As the inscription was, in the
finished artwork Fig.43 it had the symbol '7’
sitting at the end of the first line and both
lines went a little further out beyond the width
of the design, which caused an unpleasant b?gak
in the frame-work of the stamp. Therefore it
was decided to move the symbol '7' down to the
second line of the inscription Fig. 44 wh}ch
meant that both lines would end up flush with
the frame-work of the design.

In fact along with moving the symbol Fhe_d951gnf§ :
completely redrew the letteylng ¥orltne,1?scr3pu_o
Fig. b4 . using a more stylised %epter EL an,A'
totally changing the charact;r of the leﬁuer' :
Really the hand-rendered 1ett§r1ng et EheS s;a P
design has better letter spacing ?han Sﬁmehohad
the type used in other commemorgtlves whic =

all been set mechanically and at greater eathé

One last comment on this R.J. King d951gpé 2 mal
value has been positioned at the enq Eht s eall

of the 'E’ which acts in balancing the Oveiittle
design and without this it wguld éppgard:Sicn.

too heavy on the left-hand 51delor the i égsigns
Overall I think this is one of the Flge_ =

among the early commemoratives andta.not

careful and accurate rendering went 1

to producing 1LE.
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As I mentioned earlier R.H. K
few of the early Irish comme
some idea of the standard of
commemoratives,

looking at some of R.J.

ing designed quite a
moratives i
¥ and‘to glve
the early Irish
1T 1s warth while
o ’ ! .
King’s other designs.

From June 22nd. 1929, which was the dat
Irish commemorative was issued, only four other
commemoratives were released leading up to July
27th.1934/ My reason for choosing July 27th.1934
was, that this was the date R.J. King had his first
Irish stamp issued. The stamp was the only desien
issued in 1934 and was released to mark the Gold;n
Jubilee of the’Gaelic Athletic Association’,

e the first

Before discussing R.J. Kings design, I would like
to say a few words about a rejected essay which was
designed by Gerald Bruen and was for the same issue
which saw R.J. King's design accepted. Bruen's
essay Fig. 45 . was really very simple and probably
the weariest essay that I have discussed to date.
Nevertheless, it is worth noting, as this was the
standard of may of those essays that were refused
for various issues during the early years of Irish

o A TR : o commemorative stamp design.
(E:—‘CA" LPS-) — >R sWSMTTED &Y Cli:_‘.?\j.--"-l\»{:_ 0N SRS
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lacking in any detail, and as always the shamrock

motif has been thrown in to keep the Irishness alive

in the design. The layout of lettering within th?

design seems to have been given a lot more Fhougb}

and effort than the illustration. One point worth

noting deals with the layout of the 1§tte?1ng at

the bottom of the essay. The inscription Cumainn

Luit-Cleas Gaedeal' which is rendered in three 1;n?§

at the base of the design, has similar Cha?&ctBPlSrlCS

to certain aspects of typoEraphy. _Tg@ay,oégug§uen S
lines of the inscription IDVRY -

iﬁzagxgi% Egggeline lieneEhite ik s s e a illicd Jugtlrlfaulon

of type, which simply means that all the type 1s Ssg

on the same line-length. If one line or wgrd Cananain

£ill the same amount of space as another, then atcg-u

measure is chosen and each word has space 1m§el“oider

accordingly between each of its charactersiplﬂou-loék

to bring them all out in the one measure. ;h{ption

at Bruen's essay it is obvious $rpm the 1ins Laddéd

at the bottom of the design. That space was
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between characters Lo £l the
correct measure. The middle 11
spacing and was obviously the measy

bottom line had to conform to. Thegitigi 1?2 aﬂd-
the heavier spacing between each cf o
the top line Naving slightly less s
between its characters,

As IS hiave already said, this particular aspect of
Bruen’s design is very similar to concepts 1in

modern typography, which as you tan see uses type

1n a similar fashion F1g.46 = Aot emee this Bruen's
eSsay was very dull and unimaginative, and having

seen this you begin to appreciate more the design
by R.J. King.

Although this was not one of his better designs,

R INSKIng' s issue commemorating the’'Gaelic Athletic
Association’ Fig.47. was certainly more interesting
than Bruen's essay. The design depicted a hurler
weilding a caman, a curved stick four fieet in length
and not unlike a hockey stick. At the foot of the
design was inscribed ’Cumann Luit Cleas Gaedheal’
(Baelic Athletic Association) and the datss
1884-18934. This particular stamp typifies

the simplicity of many of these early commemoratives,
and shows the monotaonous regularity in the Use

of the gaelic lettering. Really,after the issue

of the 1922 definitives there were no major

changes in the typography of Irish stamps, until
Ireland started getting involved in International
issues, such as the 'Europa’ series which was
introduced in 1960 and has seen an annual issue
ever since. This is something which I shall.
discuss at some length, a little further on in

my paper.

The only early Irish commemorativg Fhat d;d
incorporate in its design a more 1nterngﬁlon?}ly
used type-face, was the issue commemorating the
'Birth Centenaries of Michael Dav1Ft and'Charles
Stewart Parnell’' which was issueq in Septemper
1946 Fig.48 . Designed by R.J. King the design

£ in his
shows a more balanced use of ?ype than in P
previous design for the 'Gaelic Athletic Association’.

The design features as its cent?e-Piec€ a cottage
with the figure of a ploughman in the foreground.
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In the background was Croadh Patrick

the scene in the home country of Micﬁa
The stamp bore the inscription
(Country and Homestead), one o¢

Irish Land League of which Davit
the founders.

which placed
_ el Davitt,

'Tir Agus Teachlach®
the slogans of the
t and Parnell were

In this design R.J. King has used the gaelic letterin
to denote the country’'s name, the value of the stam -
@nd the slogaqr| Along with this he used, to denotep
the names Davitt and Parnell, s 'Sans Serif’ type
face which had not been used on any other Irish
stamp prior to this issue. Indeed it was the first
time a designer had broken away from totally using
gaelic lettering in his/her design. The combination
0of gaelic lettering and the 'Sans Seri+f’ typeface
works well within the over-all design and shows that
some Irish designers were beginning to watch what
was going on in the stamp designs of other countries.
Before drawing some comparisons with stamp design
from other countries, I would like to make one final
point about this particular desdentor RIS IKG ns i o
The actual border around his design shows the
armorial bearings of the four provinces, which can
be seen in each corner of the design. My reasan
for making this point being that the same type of
border, with armorial bearings in each corner, can
be seen in his 1945 design issued to commemorate
the centenary of the death of Thomas Davis Fig.49.
Also the typographic layout is very similar in both :
designs, and really if you had seen one of R.J. King's
designs and been told who the designer was, you
could then flick through a catalogue of Irish S?amp
designs and picked out his designs without lcoklng
at the designer’s name. He had more or 1e;5'stamped
L i t designs which became
a particular style on his stamp Lg
more obvious in his later designs Fig.50 .

During this period most countries througioutpE;rogg
were beginning to recover From'the eFFects of Wor
War Two. For many these effects were reflected
through the subject matter of their stamp des;gns.in
In this respect Irish stamps were Yery wrappe ;?1:
what was going aon in Ireland 1t§elr, apd no;hrg y
too worried about depicting subject matter baz'er
concerned the international public. For the etgd
part, most of the early Irish stamps commgmor?
specific events in Irish history, and o?v%ouiéﬁd
felt the need to evoke certaln }mages E" rian &
through the typography of her stamps, this



seen.through the continuous use of
gaelic lettering in most Lrdshect
prior to 1960.

hand—rendered
amp designs

Compared to the rest A El
vVery much behind in their use gf ty

_ ] pography,
whlcb was mainly due to the continuoui ugejoF
gaelic lettering in both commemorative and

rope Irish stamps were

(1:\‘(4-51) 1ISSUED AROWND (4872 | TH(S

Luxeri@our e, cos RATLOE CWVES definitive issues. Most other countries through-
SOME \OEA oF THE PIFFENT Tyee-FAs out Europe were trying out different type-faces
CEM WLER 0N WORLD~ WIDE.  e7AME from issue to issue, and just to refer back tg
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my point made earlier about countries commemorating
certain aspects of Post-War ffects, I have
included a stamp design. from Luxembourg Fig.51.
which illustrates exactly what I mean.
Based on the number of lives lost in the War,

the design was very strong and really brought home
the message very clearly. Printed in monochrome
just like all the Irish commemoratives of that time,
there is a good sense of perspective within the
design, which was an element sadly lacking in many
of the early Irish commemoratives which for the
most part seem to have a very two dimensional
effect.

T B0 p hg -
DIFF i enT s

As I have already mentioned, Irish stamp design
was very much behind the rest of Europe'in the
use of typography. The type-face used in
F1g.51. to denote the name of the country and
value of the stamp was a 'serifed typeface,
and only once in over forty years wai a similar
typeface used on Irish stamps. Typefaces ;uch
as the one used in Fig.51. and those_used in
Fig.5¢ ., were being used all the tlme on
international stamp designs, and considering
the vast variety of typefaces'ava}lablg at the
timel, it seems ridiculausStinas Irlfh stamps
should have chosen to use different forms o+
gaelic lettering for nearly forty-two years.

M‘L“““" - -

wn opinion on this is, Ireland had been
T%dgr Brgtish rule for so long.and had also toStatD
use British stamps that,when it became a Frig - e
in 1922 the need to produce stamp designs ﬁ ic
were totally Irish in appearance, became a
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Obsession. This meant that alan

matter echoeing rertain sentimen

80 too should the cype.

g with the subject
ts of Ireland,

So this lead tg the regular
use of hand-rendered gaelic lettering in ajj I;ish
Stamps: Both commemorative and de fiin 16 ye i R E
1822 ripght up to the 1960's.

R L A T e Y A

Justras R.J. King's designs typified
of many of these early commemorative
was one design which typified
used by many designers in the
perioed. The particulap stamp
was issued on September 21st.
e 1 50t h Anniversary of the

the simplicity
lssues, there
8 particular concept
Irish stamps of this

I am talking about
1853 and commemorated
death of Robert Emmet.

EEL TP LS SO et e s S DI, S

Emmet who was sentenced to death for his part in
the attempted rising of 1803,is the central
feature of the design. The designer of this
stamp is unknown, and the design itself was
based on an engraving made by Brocas Rilgi5ais
which showed Emmet facing the accusers at his tr
It is this particular concept of using engraving
photographs and portraits around which to base a
design, that was so popular among Irish stamp
designers of that period. I have included a number
of these designs in order to show how popular

the concept was Fig.54 ., and how effective some

of the designs actually were.
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Buring the course of my research I came across a o
number of different essays for the Emmet commemorative,
all using the same image, but with dlfFe;enL
treatments of the typographical.layout F1g:55. i
Throughout the four essays thg designer had covere
the most suitable layouts that could haye'been >
used, concerning the image 1nvolyedz ;t is worth
neELnEEEhat T a 1SSt a s gssgyshtﬁe portrait ngs
been positioned to the right of tﬁe’des;gg and,
the value, Robert Emmet's ngme and Eh? ‘abes o
positioned on the left. lTh1§\w§5 de¥1n1telytu ?#
correct layout, considiringrﬁna; Zigntzi Egzwgahgvg

tol the left af Che ae Lt awoald ghavie s
?igieglggeghgigh Emmet was squashed against the frame
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work, and the whole effect bF

: showing hj i
his accusers would have been 1 S

ost.

All four €58ays were quite competent in their
typographical layout and if I Rhad
preference I would have gone for t
these designs, which I feel is sl1i
palanced.design. Nevertheless the design as
1ssued Fig.56.. proved to pe Jjust as successful,
and apart from the one slight modification which
was the removal of the dots on each side of the

worw LEire’, The design was exactly the same
as essay four.

ghtly the better

Binally, =11 %the designs which I have discussed
In EBRia pact of My paper represent a fairly
accurate cross section of the commemorative stamps
being issued in Ireland during this period.

All stamps of this period were either printed
through recess or letterpress printing, both
these processes remained in use until well into
the 1960's and generally the stamps printed in
each process had a fairly distinctive style.

Most stamps printed through letterpress tended
to be pure line work (images that did not involve
the use of tone - simply flat colour printing).
Examples of this can be seen in the stamp
designs by R-.J. King Fig:50 ualltorwhich were
simply line drawings. In the base of R:J. King's
designs this technique was quite effective and
VeryEonraphde:.

The second process to be used was recess, and
this was used to print most of the stamps which
involved the reproduction of tonal work 3 :
such as the portrait on the'Robert Emmet'design
Fig.56 . and was by far the better of the two
processes in reproducing tonal values within a

design.



d in countri
all around the world during this period. S

Cguntries such as Britain and Japan were notable
ploneers of photogravure, a Process that was
introduced for the printing of Irish stamps during
the 1960's. The introduction of this printing
process marked some notable changes in the
production of such stamps, and in order to explain
these changes in greater detail I shall be
discussing this at some length a little further on
in my paper.

Not only were there notable changes in printing
techniques of the 1960’'s, there were also a lot

of changes made in the areas of typography and the
sort of subject matter being used throughout the
stamp designs of this period. Irish stamps were
beginning to take a more international outlook
with their designs, and it is on this note that

I would like to lead into the next section of

my paper, which takes a look at the second
definitive series of Ireland issued in 1968.



SECOND DEFINITIVE SERIES
1968 — 1982. (39— 47)




The stamp shown on the
front cover was designed
by Heinrich Gerl. The dog
motif is taken from an
ancient Irish brooch found
in Killamery, Co. Kilkenny
and now in the National
Museumn, Dublin. The detail
of the brooch is reproduced

below.

Thege designs were tg take over f
e st ives and just 1ike Hhe o
attracﬁeq hundreds of desaiemse
EDmthltlDﬂ. Many essays were Submitted by des:

ﬁrom all over the world, and the eventual J'GQSLEH?PS
tne.competition was Heinrich Gerl o+t GermanW12ngr”aT
Irish dgFinitive issues were produced tg %isnd e
The.serles was 1ssued in 1968 and remained in uizlgns.
until 1982 when a third definitive series was issued

Dgrlng.the course of my research I came dCross a number
Ot designs that were submitted for the 1968 competition
and this enabled me to Compare these designs tg thésé
of Heinrich Gerl’'s. Although I have onlygbeen able

to acquire black and white copies of these designs,
thy do give some idea of the standard of desig; from
this.competition.» 1tlis alag worth noting that this
was an international competition and although I was
unable to trace the names of any of the designers, it
is highly probable that some of these desgins were

by international designers.

Before discussing any of these designs that were
refused, I would like to discuss the foliz choten
designs by Heinrich Gerl.

In the Gerl definitives, as they are so called, each
design was based on motifs.from ean Ly ol s S ar e Eig ey
The first of the four designs is based on the 'Dog’
motif which was taken from an ancient Irish broach
found in Killamery, County Kilkenny and now in the
National Museum, Dublin. I have included a detail
of the brooch Fig.58 . which illustrates quite
clearly where the designer got the idea for hisldesi
There were some slight modifications made to this mo
but, Gerl's design was basically the same as that on
the Killamery Brooch.

gn.
B

o)
[

. : ! ) @ s e ) ey
The second of his designs featured the 'Stag’ from a

suspended bowl from Lullingstone, Kent, now in th; :
British Museum. Unfortunately I do not havela detail
from the bowl, but basically theconcept was the same

as the previous design.
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The third design featured tﬁ (i

! : e "Winged ) . .
L8 symbol of St. Luke, Evanps liae tﬁglgh =
Book of Lighfield in Lichfield Cathederal Ospel

The fourth and final design shows the
of St: John, Evangelist, from an Irish
the Library of Corpus Christi College,

'Eagle’ symbol
manuscript inp
Cambridge.

in %oiﬁing at all four designs together,
ee ey work well as a set and I find it jnt + 4
tha? although they are not lavished wighlgh;g;igiSLlng
motifs, celtic design or use Gaelig typefaces, as in
?he 1822 detinitives, they still evoke 3 cult&ral
image which can only be associated with Ireland.
I have placed the 1922 definitives along-side the
Gerl definitives in order to compare the changes
that were taking place in Irish stamp design.
The most obvious change would have been the
changes made in printing. It was in December 1963
that Ireland started printing stamps by photo-
gravure. This process was much better than the
letterpress or recess printing used to produce all
Irish stamps right lip to 1968 i neont that better
quality printing could be achieved and stamps could
be produced in multi-colour.

I

Although Ireland did not use the full potential

of photogravure for many years to follow, it is
still noticable the changes that were being made.

If you compare the colours in the 1922 definitives
to those in the Gerl definitives, vou can see how
the colaurs used in Heinrich Gerl'’s designs are
much richer in hue than those used in the 1922
series. This was due to the introduction of
photogravure, and although this process ;mproved

the quality of Irish stamps, I have got to say

that there is somethingvery unique about the colours
used on most of the early Irish stamps and I QOupt
if we shall see any of these colours used again in
Irish stamps. .LIn lookingiatihakhmthese sets it is
quite obvious the changes that were occuring 1in

the use of typography in Irish stamps. M?st of the
stamps from 1922 right up to the mid 13860's, :
including the 1922 definitives, all used a gael\;c1 :
typeface to denote the name DF'thB country andd alu
of the stamp, and was just another element used 1n
adding to the Irishness of the stamps.
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By the time Government
competition, which prod
changes were already happenin
commemarative stamps. The us
?acis throughout the designs
replaced by more modern and more '

used type-faces of that time. Th;né;§2222iét'
stampg were not the only designs that were o
changing, so too were the definitives and this
can be seen from the Heinrich Gerl designs.
Compared to the 1922 definitives, the Geri designs
were more subtle in eveoking part of 5 national
image and in my opinion just as successful.
There were no decorative borders, celtic knots

or shamrock motifs surrounding the central matif
0F Gerl's designs, all of which weons quite a
teature in the 1922 definitives.

& of gaelic type-
was slowly being

The only elements which are placed about the
central motif of each design are the name of the
country and the value of the stamp. As I have
already mentioned earlier there were some changes
occuring in the use of typography in the Irish
commemorative stamps and these changes were

also reflected in the Gerl definitives as mentioned
earlier, a lot of the Trish stamps issued from
1922-60 all used gaelic lettering for most of

the typographical elements of each design.
However, with the introduction of the annual
series 'Europa' (European Conference of Postal
and Tele-Communications Administrations(C.E.P.T.)
in 1860, which involved international designers,
a more international outlook was taken to the

use of type within Irish stamp design. The ,
type-face used in the Gerl definitives was 'Alous
which was universally used and gave the Gerl
definitives a more international flavour. Having
said that it is worth noting that the man who
designed these stamps was German, and va1ously
had his own opinion on what waslto be the
typographical layout of his designs. ThlSalnDUt
from international designers was vital FO.the
development of Irish stamp des%gn anq this Plu?
the 'Europa' series are two topics whialeh = ENshall
be discussing at a later stage in my paper.
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H§v1ng d}scussed the Gerl definitives 1 |

like to ta%e SOME G imeE ol aa o some ofDE;d i

Essays that were submitted for the Same ; Lhe*'*'
ut were not among the chosen designs. o

REFUSED ESsAYS.
S ol NSO NS

S quite
For@unate to come across @ small number of These
designs and was able tq acquire capies of the

artwork in each case, Those which I

to Falk about help illustrate the sorza;i ?22222
that were being put forward for the series, and
alsg the use of typography throughout the various
qES}gns. Although the designers are unknown,

ik 1S reasonable to assume that some of these
des;gns were probably by international designers,
as 1T was an international competition.

I have grouped together three different sets

of designs and will refer to each one by the
corresponding illustration number. The over-all
opinion which I have derived from looking at
these essays is that the Heinrich Gerl designs
were the better essays and deserved to be chasen,
In each of the three sets which I have included
Fig.59. a particular style and format has been
used. The first of these sets Fig.59A. shows
how the designer has manipulated the one image
to suit each denomination. I do not find this
set very interesting from the point of view of
the images being used, and certainly the higher
value which repeats the image three times is the
more balanced of the three designs. The use of
typography in this set seems to me to have ?ts
problems. Although the word ’'Eire’ works fine
running verticle, the value on each d951gn is
slightly too large and does not balgnce in any
way with the country'’'s name. Also the way in
which the 'd’' has been placed under each value

seems very sloppy and out of place.



had somewhat

The ima
: : es
10n were different, yet :

ue dE’Si S Sl Oow i 1 ]
" : ; sSaome S It i S
e arl
g- : . y > &
‘\‘ :Joh tne were

quite simple illustrations t i

wou}d have been easy to workhzg :eggtsty%ﬁSEthnd
design of this set is a bit too Drnaté anded;e;rd

- the Oth tu i

like the previous set the typographsrw;;OAOtjsgi
Well exeeuted. Firstly it seems to be squashed .
in some corners and because it is so bold

1t tends to detract €rom the image which in

turq detracts from the appearance of the over-all
design.

The Pinal S?F Fig.59C. shows that not all of the
&Ssays submitted to this competition featured
images of the Evangelist's as their main subject
matter. This particular set was based an
arghitecture and famous Irish monuments, and
while the idea was good the design was not very
well executed. Of the three designs the 2/6 and
S9d. contains the better illustrations, and had
they been handled correctly within the design,
this could have proved an effective set. When I
say handled correctly within the design, I mean
more emphasis should have been given to the
illustrations, and this could have been done had
the designer not allocated one third of each
design to celtic patterns. I do not think these
motifs do any justice to the over-all designs

and in fact they seem to function purely as
decorative elements, as was the case with so many
of the essays from the 1922 competition. What
interested me most about this set was the actual
use of subject matter, because the third definitive
series which was issued in 1882 uses architecture
sk tshicheme..  Se dtivstpessible that thelidearof
using Irish architecture as subject matter Fo? a
new definitive series could have come from this

set of essays.




three designs Fig.60 . which si
typography to form the designg.
HSLnESthe Ward 'Eipe! to form the

Proved that
Ideas such

gﬁtéonal designers, and reall.
Al many designs were submitted by int i
: nte
designers, the over-all standardg o¥ thSSPnatlonal
tha? I haye Seen and illustratod was qui
HaV1ng'sald that I feel that Irish stamps did
beneF}t from certain aspects of these eSsays

In order to place the Gerl definitives into some
sort of international context I have included
copies of Italian and French definitives,

These definitives would have been issued or
already in use around the same time as the

Gerl definitives. The first of these designs
Fig.62 . shows the two different French designs
used for the definitive series from 1967 onwards.
The first of these Fig. 6ZA, designed by Henri -
Cheffer was originally recess printed, but in
July 1869 a letterpress version was released.
This is exactly the same printing process that
was used on the 1922 Irish definitives and, as
was the case with the 1922 definitives, the
colours were a bit dull and washed out in the
French designs. Compared with the Gerl
definitives, which were printed photogravure,
this particular French design seems quite b}anq
which is obviously due to the limitations within
the printing process. When I say blgnd I mean
lacking in straong colour and, one point I should
mention now is that the two Gerl deFlnltlvgs
which are printed multi-colour are somewhat



tl

unusual. The reasgn bot
unugugl‘is that most countries print their
definitive dssuas in monochrome, whereas hoth
of these have Up to four colours in each dgsion
gn.

Thg second of these two French desi
whlgh by the way are paceNaEthc 'Marianne’
series which is symbolic of the spirit of the
Repybl%c of France, shows the treatment of the
portralt_in @ completely different style to

the Previous design. This time the portrait
Occuples less area of the stamp and the
dominance seems to he falling on the value

of the stamp. Designed by a man called Bequet,
and released in 1971 the designer used a ey
large' arga to be Filled with the type donoting
the value of the stamp. This particular design
is very simple and yet very strong which is
mainly due to the excellent handling and laying-
out of typography within the stamp design. 1In
both French designs the type-faces used are
exactly the same, except that they have been
positioned differently in each desitent S EEthe
two I would class the second French stamp Fig.62B
as the better design and before drawing any
comparisons or make any other statements I would
like to say a few quick words on the Iralian
definitives.

gns Fig.p28B

This particular series is called the ’'Siracusa’
definitives, which were introduced in 1853, Fig-63
and after some small changes the same design is
still in use today. This series has showed many
other countries how to use one design and simply
by changing it’'s colouns, to help distingursh
each value, it was possible to put together‘a

a very attractive series. This Italian series
used the full capabilities of pho?ogravure in
reproducing the tonal ranges w1Fh1n the design
To pick up on a point made earllgr on, Ire}and
were slow to use the full potential of photogravure
and as can be seen from many of the early g@amps
printed through this process, the.PepPDqUCE;DH
of tone was not pushed to the limit as 1in e

Italian definitives.

UVHRLLLE ,
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itives tg theip

ré ' » they proved :yes
as effective. pMgst of the definitives issued %Ei;ugho &
u

Europe used only one design i

a'portrait_oF a monarch, %Pés?géﬁz ;irgligtin'contained
FngPe 45 1n the 'Marianne’ definitives o-FgFilca1
Having flnalised the one specitic design the ancei
then print it up in many different colours %igﬁu ]
each value having its own Sp :

ecific colour rinted i
mqn?chrome: Thg Gerl definitives proved tg be a 112tle
leTerept in EhlS.PeSpBCt. Firstly thcratims not one

MUl i =60l gur, Thidvas I have already said was very
unusual for definitive issues and in a sense puts
Ireland ahead of most countries in PRinE ng = muilEe=

With regard to the typography I would say that Ireland
was somewhat behind most other European countries.
When the Gerl definitives were issued, Irish stamp
design was just going through a transitional period
in typography. Up to this point most Irish stamps
used a form of gaelic lettering to denote all

the necessary information on the stamps, and it

took some time before designers started using maore
internationally used typefaces on Irish stamps.

On the other hand European stamps had been very

much in vogue with typography, at that time, and were
starting to use the type as a central feature of
their designs, an example of this being the French
definitive Fig.62R which uses the value as a fairly
dominant part of the design.

As time went on Irish stamp designers became more
aware of what other countries were doing in this
area, and began using what they’'d seen and applying
it to Irish stamp design. It is obvious that from
the time the first definitive series was issued in
18922, the CGerl definitives had made advances in the
field of typography and although they were no# as
advanced as some of their European counterparts,
things were beginning to change for the better.



The introduction of photogravure

difference in the quality of the
and allowed more c

within the design.
countries in theip u
general most countpi
about the same time

to Ireland. The Gerl definitivesg

made a 1ot of
pPrinted HeEe
omplex imagery to be Ieproduced
Ireland were ahead of some
se of photogravure, but in

the process at

and just how much remains to be seen in the
Commemoratives that followed.



COMMEMORATIVE {SSUES
1960’s — 1985. (48 — 56 )
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Introduced in December 19638

designer to use more com
2S1g ; _ plex and colourful im
w1;h1n thesdesdon. “\The first Irish stamp to ggery
printed photagravure was the one issued tg

this process allowed the

capabilities of this particular printing process.
Nevertheless this was the first Irish stamp to have
been printed in more than one colour and fionREhis
reason it stood out against all other Irish

commemoratives issued prior to the introduction
of photogravure.

There were two stamps issued in this set, the lower
value stamp was printed in two colours, with the
higher value design printed in three colours. The
same design was used on both stamps, which featured
the centenary emblem, a stylised ship and Red Cross
set in a circle. The gaelic name for the movement
"An Chrois Dhearg' was inscribed in the Roman
alphabet and the dates of the commemoration were
given below.

Most countries from all aver the worldlcelebrated
the centenary of the Red Cross by issuging stamp
designs at around the same time as Ireland. In order
to show how other countries solved the problem

of design, I have included alongside the Irishl )
issue, stamps from South Africa, Italy and Australia
respectively Fig. 64 . Each of these represent the
design as issued from each of the three'cuuntrles,
and not only do they show how each country tackled
the problem of imagery, but also’they give a good
idea of what was happening with the typography of
stamp design throughout the world.

i South Africa and Australia,.the IF}sh
ggzipliggd the centenary emb};T (stylised ship and
Red Cross) as the central motif of the des;gg. -
The Italian design proved to be somewhat g; .zgntr;1
instead of using the centenary emblem as tne 1
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and manipulateq
Me up with gz very

: . The cent \
Italian design, but e

(lenelaiElie. IE'Ft‘har\d

it in such a wWay as to gg

SE a8 maximum of three &
: ; - - : olours
in their designs Consldering that Photogravure wag

more than Capable of printing high quality multi-
coloured gdesigns.  TESHla come that
not the only country that did not avail fo the fulj
pot;ntial of photogravure, at leasit " neot inRahe
beginning. There were s small number of countries
that printed a multi-coloured design for this
particular issue and having said that I feel that
those countries such as the four in Fig.64 , who
only used two or three colours in their designs
proved to have had the more e fective solutions.

The reason for this was, all those designs which
were printed multi-colour obviously had an
abundance of colour and when the Red Cross Centenary
emblem was put against these colourful images,

the effect was very diminishing.

Therefore it is possible that some of the countries
who chose to print in two or three colours, had
some preconceived ideas about the effect of using
multi-colour printing for this issue, and because
of this changed their minds. Equally it can be
said, and Ireland fits the category, that many
countries were only coming to grips with photo-
gravure and for this reason would not hayelpeen
advanced enough to use multi-coloured printing.

' h the stamp was not printed in mul?i—colour
@%EZOSES Sl e ! qu?te a development Fgr Irish §@amps.
Assasset ot EeheiceNo FNcollichine was qu}te effective
and compared to the Italian, Australian aqd ?outh
African designs, the Irish QES}gn proyed just as
strong. @f the four, the Italian design was o
probably the strongest and most interesting. D
is mainly due to the veiy ﬁt?lk%ﬂ%stzgggﬁgigggiised

f the Red Cross, whlch 1n . : ‘
;E?eggth and unity and really this des;gg cogld have
been a very strong logotype for the Re ros

Organisation.
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The use of typography in
1s quite different with each stam i i

: 5 ’ P design
a leferent ;ypeFace and differnet typog%apﬁiég%
Layout = ind ke the bulk of the early Irish

commemoratives which nearly alwavs h
gaelic lettering B 9YS used a form g+

this particular Irish issu
face Cglled "Century?.  The same type-face, in

a heavier weight was used to denote the na%e of
the country on the Australian design.
the Australian design uses a combination of serif

and sans serif typefaces, both of which work Very

well within the design. The type used within the

Italian design seems. very well balanced throughout
the stamp, and the way in which the dates are
placed on either side of the design, help in a
way to contain the three-dimensional image,

which otherwise might have looked as though it
were floating.

all four designg Fig.e4.

e had used a serifed t

Although most countries in the world issued stamp
designs to commemorate the international Red Cross
Centenary, this Irish stamp was as strong as most
in design and typographical layout. Due to the
involvement in commemorating international events,
Irish stamp design was rapidly changing for the
better.

EUROPA.

Probably the most influential of all thegg interj
national commemoratives was the introduction of the
Eurcpa series. Introduced to Ireland on September

19th. 1960, this was ta be the Fir§t.oi ap_annua%

series issued by Member Postal Administrations of : :
CEPT (European Conference of Postal and Telecommunications

Administrations).

i ind this annual series was a uniFgrm gtamp
;ggiégeiagiZ;Zed by all countries partlcularlng iqcthe
issue of Europa stamps from 1360 to_1972,9?35¥? Ea;
depiction of the theme of unlty: Slncg 1‘ 'dlal
become customary to adopt a policy of 12d1¥} E e
interpretation of themes, as a resul? i ghécstamp
greater variety has been 1nFPngced in Dt e
issues with each country retalning a certal

flavour in its designs.

o
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During the course of m l

Y research I wag abl
photograph @ number of those Europa issuesewﬁgch
WEre among the designs that had to conform tg a

uniform stamp design The first '
. . of th
which I would like to discuss aien e

30

DEUTSCHE BUF.

N symbolises ¢ i
an era of European uni%y. jFig.65 Izeigpigizﬁ 2
mgklng the point at this stage that from the
first Europa issue in 1960, right Up “Eoil g7 s
the designs issued over those twelve yeaprs "
Were designed by international designers. Tg get
back to Schwartzenbach design, it features the key
with the CEPT logo worked -into the Eapi.

The actual CEPT logo was worked into the design

of most of the Europa issues since theip inception

in 1960-72. Since 1972, when it was no longer
necessary to conform to a uniform design,the CEPT
logo has appeared in all of the Europa issues.

The logo itself Fig.66 .represents posts and
telecommunications by means of four posthorns

linked in a circular design and enclosing the initial
letters of the organisation. From the centrally
situated cross-section of a telecommunications cable
are emitted four radio signals to every corner of
the world.

Getting back to Fig.65 you can see how the Irish
design has used a very modern form of Gaelic :
lettering which was designed and rendered by Michael
Biggs. Although there had been a totgl move away
Trom using gaelic lettering from about 1960 Enwards =
which as a matter of interest was the year of che
first Europa issue - the fact that it was used in
Schwartzenbach's design did not take anything away
from the design itself as can be seen from Fig.6S .
The German design for the same issue is a leFereth
format to the Irish design, yet it basically uses the
same typographical layout.

: A y
One year later the ninth issue in the Europa serie
was ieleased, Aprei 126 EhioiG6S f]g;68.. desiﬁgeiozé
Luigi Gasbarra and Giorgio Belll of Italy, e
Europa was depicted as an archltgctural compgsa
to symbolise the cohesion anq unity of a up;;: 28
Europe. This particular design was very st dgswitverland
it is interesting to see how Great Britain an i
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Ewntélttle trademark to the overall design
an 5 B case of Qreat Britain it was the S
: %'een band whlgh runs vertically through the
etters CEPT, which emphasised the name of th
organisation and also the dates which are sit?'
at the top and bottam of the design. Unlike g
most other countries who were involved in this
annual sgries, Great Britain used the EERT
logo, which was placed directly under the iafEital il
oFithg Queen. In most cases it was easy for
Brlta%n to carry this logo on their Europa issues
especlially when it is the only country in the

world that does not use its country’s name on its
stamps.

This obviously would allow the designer more space
to play around with in his design, which was not
the case with the Swiss and Irish designs . S INREVe
already mentioned that Switzerland's design was
slightly different to the rest, this was due to
the brick-work effect on the architectural
composition. In actual fact this concept adds
more strength to the image,which almost seems to
to be bursting out of the stamp.

The approach was slightly different with the Irish
designs, in that there wereno green lines or brick-work
running through the image. The architectural
composition was printed in a light grey, which

was set against a fairly bright coloured background
and the result was that the image stood out very
clearly from the background. This was probably the
best of the Irish stamps at that time, because not
only was there a strong image but also a very well
balanced use of typography, and whep both were put
together they produced a design that was as good
as its contemporaries throughout Europe.

=
=]
(=7]
=
[Ex]
(=2}

Before finishing with Europa issues, there is one
other issue that I wotld like to dlSEES§. Issued
on May 3rd. 1971 this was the eleven issue, :
desig%ed by M.H. Haflidason (Ireland) and the.d951g2
was a chain symbolic of fraternity, co-operation an

common pPUI'DOSE.
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It is clear from i i .
T this particular design that

: beginning tgo t
of using the & € B0 try out the possibilitins
design. Thj tYPE 8s a major part of the finished

- P f;, 'O A T!-‘.".
Teisy Tesue (EUROPH \TTL)
. in order

Swiss design the desi I
: e designer had
E?op the Chaln.aﬂd move in the letteis CEP?. e
tt was also qglte unusual to find a serified
ypeface all in lower-case characters denoting

Ehetﬂame of the country. This in effect adds
0 ' : :
desigi'dellcacy of the chain and also the overall

The|whole design isso delicatelandtis e ainT
fact thgword CEPT was taken out of the links in
the chain then the whole balance of the design
wogld be upset. While I think the idea behind
this design is very good and the typographic
lgyout is well balanced in each design, I do
dislike one element of the Irish design. The use
of colour within the design could have been a laot
stronger - especially when you consider that all
three designs were printed by photogravure - and
both the Greed and Swiss designs were quite
colourful and pleasant.

SWIrTZeRomID TSUE (Eunori 14T\ )

By 1973 the use of a uniform design for all
European countries partaking in the Europa issues
was to dissapear. It was replaced by a new policy
of individual interpretation of themes, as a

result of which a much greater variety has been
introduced in stamp issues, wach country thus
retaining a certain national flavour in its designs.

The intorudction of the Europa series proved to be

of immense value to the development of Irish stamp
design. The knowledge gained through seeing the woTrk
of famous international designers reproduced on our
country’s stamps, has slowly been applied to Irish
stamp design. This is obvious from the changgs'such
as those made in typography which before the 1ntro-
duction of the Europa series in September (83 =

was totally dominated by the use of gaelic hand
lettering to denote all text.

e TSy e :
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O'F IPiSh Stampsl

L}thography‘had the advantage that if could cope
w1th_yery fine line work and with multi-coloured
Printings. Unlike the introduction of photogravure
llthography was used to its full potential F%om :
the moment it was introduced,

Th?s meant that most stamps of the 1870's were
printed multi-colour because by this stage photo-

was to reproduce the many different oil paintings
F1g:'70 which were regular subject matter for the
Christmas issue EVEery year. From those examples
which I have included in [RIgESTO RS ERE 'S easy to
see that high quality reporduction was possible
with photogravure, and it seems ludicrous that
this same process spent almost ten years after its
introduction, printing stamps that were mainly
monochrome or at best three or four flat colours.

Without getting too deeply into this, I would just
like to make one point with regard to these Christmas
commemoratives. When I went to see Peter Wildbur,
who has been designing Irish stamps for the last
twenty years, he made the point that in most cases
where a painting has been reduced to fit the size

of a postage stamp, then that is wrong, His feelings
on the subject were that when those artists were
painting they never had it in mind to have their
work reduced to the size of a postage stamp. I would
totally agree with his point, that in most cases where
a painting is reduced to the size Df'? postage stamp,
it loses all impact. Nevertheless this has begn an
annual issue since 1971 and is still going on today,
including in most other countries all over the world.

int & it fi i k and
To go back to my point abogt_Fhe fine line worl
mul%i—coloured printing abilities oF_llthograpny,P
I would now like to illustrate and discuss some of

this work.



I have Chosen ¢t 1
W .
Sy ZEh S E R agddESlgnS which were issued on

Litho of Course were printed b

in ti%gapzi. Althqugh 1980 is quite 4 iumDyForward
T fool that T poge " io0UStion of 1ithography
AR :;iant ErL 0 Snvening ol i doing

% ier the full ca ab IS
}1thography Were realised and put Eo use ;igogi

?glgeasgns faor choosing both these designs are two-
e SiE A E G SRR capabilities of the printing
process and secondly because both these designs tie :
in w1th what I was saying about Europa issues
adopting a new policy of individual interpretation of
thgmes. These designs were the 1880 Europa issues
with the theme of 'Famous People’. The 13d. stamp
features a portrait of Oscar Wilde by Toulouse -
Lagtre@l and the 12d. was based on a cartoon by
Alick Ritchie of George Bernard Shaw Eilar 71

Personally, I think the most amusing factor about this
particular Europa issue is the format of the stamp,
featuring George Bernard Shaw. I+ a designer had

tried to get away with a format like that during the
early commemorative designs he would have been

laughed at. This is without doubt the influence of
working on international commemorative designs.

This need was within the designer to capture

the attentions of an international audience. Something
which did not exist in many of the earlier commemoratives.

One final set of designs which I would like to give a
mention are the Flora and Fauna series 1985 Fig.74

Part of an annual series, and designed by Wendy

Walsh, this particular set probably best illustrates
the advances made in printing and typography over

the sixty years or more of Irish stamp design.

The actual subject matter or theme 1is very'much an
international one and although they.are not butterflies,
I have included a recent set of designs from Gregt
Britain in order to give some idea of how the Irish

designs measure up.
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had to re I
) Present the mi
BPltlgh cattle. Both sg
?sggiln%y Captured the correct atmosphere, ang
% find the British designs Very sérong.
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g?:aﬁszngFeiziogriphy in the Iris
of the illustr§$?oz.We%iebiisgngeagzégsﬁ Ehe'PESt
Fentury schoolbook, which is one of aboutegiuis
typefaces being used throughout Irish stamp design
at the moment. 1 asked Peter Wildbur,the designer
Whg handles the graphics as well as designing for
Irlshlgtamps, why he had chosen to stay with a
selectlye number of typefaces over the past fifteen
to tw;nty years in Irish stamp design. He simply
el BNt hiat it was necessary if people were going to
be able to associate in any way with the appearance
0f Irish stamps. In other words it Was necessary
to have some sort of consistency amongst the
designs, and typography can certainly do that.

h designs is very

= 6 MAR 1984

I

The sort of consistency I am talking about is very
easily achieved in British diesilisneita ik s e CoTN]
they are the only country in the world who do not
have to place their country’s name on the stamps,
which is a mark of respect as Britain were the
inventors of stamp design. Secondly and praobably
the most easily indentifiable motif, is the use of
the monarch's profile on every stamp they produce.
Many people have said that this image looks awkward
within a stamp design,”feelingson that would be
that its a lot easier to work into a design than
the name 'Great Britain' would ever be, and it is
also very easy to balance off against the space
occupied by the value of the stamp.

HIGHLAND cow

WECSF;l -éLACK‘ BC’LL
FIRST DAY OF ISSUE

BRITISH CAT

I am not saying that what we need is a monarch’s

head or to take the country's name off ?he s@amp.
What I am saying, and it probably complies with Peter
Wildbur's intentions, is that we do need some .
consistency among our stamp designs, and the most
subtle way of doing that is by keeping SO?et
regularity in the typography - that 1;tng k? say
that gaelic lettering should be broug ack!
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Tisq ini
. thggé ;he'Ggy} definitives Were superceded b
Wi g?l;}t;ve series. This series was 3
Dy Michael Craig, who has '
‘ _ y also d
d number of the Lrish commemorative stamp§Slgn8d

: . » and in all there w
nNine diff 1 i i it
different designs which comprised of a set

each:L Egch design featured a different piece of
architecture, and this particular definitive series
DFDVBdItD be a new concept in definitive designs of
Ireland. The first Irish definitives, issuedgin

were based on an historieal background
be 0n a more or less
Pel}glous theme, but this particular definitive
Series was based on a worldwide theme,
architecture Fig.75.

Personally, I feel this series is better than the
previous two, and illustrates the progress that
has been made in the area of Irish definitives.
Flmst iofalise Qi gis very noticable the change

in attitudes towards the sort of images that

were being used within these desiipnsHENilisENals
attitudes changed in the design of commemorative
stamps, so too did the attitudes towards the
definitive series, and the subject matter used

in the third definitive series was more inter-
national in its appeal. Unlike the 1922 definitives

(FMk”Tg)’TLHPr . there was no celtic ornamation, shamrock motifs
A\ PO 2, WY T / ' . .

M ia 7 5 T ieanuea] B or any other of these images which were so

V LA 7 5 2 8 ; : ; %

f“ HMF; S0 RIS predominant amongst many of the 1922 essays,used
SR LA T =i D w0 | : ~ o . ~ . =m0 > .
VRLHITECTURE  Cowng HEouc e NMERYR N in any of the designs from the third definitive

series.

Irish stamps were beginning to be more ;ubtle;in
their approach towards projecting a national image,
and as can be seen from most of the commemoratlvgs
after 1960, and indeed this third defipltlvg series,
the need to give Irish stamps some sort of inter-
national appeal was becoming very important tg all
those involved in the production of these designs.




It was this need ta give the

of international appeal that Stamps same saort

he%DEd to raise

SErles measures up with the definitives of th
cogntrleg, I have included two st;mps FrOT Ha
set gf five de§igns from Cermany Fig.7bomTies
i _deslgns are interestine from éhe :
PO1int of view of them being baseduon the
theme as the Irish definitive series, S
Comga?ed to the German designs, the Irish
deFln%tives are every bit as good and are
certainly more detailed in their iliustrations
In Fgct the detail aéﬁuired by Michael Craig ié
amazing when you consider that he i

. \ e o S ; N e , : actually
(%R;.7%>)gﬁqo STAMPS Flom A GERMAKS wirked tg the size of the finished postage
DEFETIVE  SERES , WHICH WIAS KBS 2tamp, when producing his Slilustratiancha:
e iy AT e German designs used a more simplified and
ota ot g S LB S A S B (B G S graphic form of illustration, and as ink tbe

case of most definitive series the one design
1s used for different values, and are printed
In a different colour for edch valiue. ILreland
were no different in this respect, with the
nine designs by Michael Craig being used for
twenty stamps.

All nine designs from this series were very

well balanced and the use of typography in

each one is very carefully positioned within

the overall design. In fact in the case of

the smaller format, the word 'Eire’' is depicted
in a smaller and lighter version of the typeface
used to dencte the value of the stamp. This

was a clever ploy used by the designer to help
balance the overall design.

The two higher values in this series have been
printed in two colours - which was the same as
the Gerl definitives, where the two high value
stamps were printed multi-colour and really o
this is not very regular with most o?h?rdcountrles.
the definitive series are printed mono-

gﬁﬁi;é% which has a log tel dotwithsthe nuTber af
different values in a setf and the cost of
cetua iy runninefilanselc e NI than one

colour.




and those whg actually
desion Wil 1ok Iiikers
now of what is happening
the world, and are applyi
concepts to Irish stamp d
going about that there is soon to he another
definitive series, which will sSupersede the

Michael Craig designs, it is reasonable to

assume that we are Likelvtocecicvon more new
concepts in Irish definitives.

Designers are more aware
in stamp design around
ng many of these

esign, and with word
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7 the first Irish postage
Irish stamp design has
Basically

TYPOGRAPHY .

From 1922 right up to the 1980’
used various forms of gaelic 1le
a Small_number of stamps using typefaces that

werg universally used. After the introductian

of the annual Europa series in September 19860
ﬁypeFaces that were in. universal use were ;
introduced into Irish stamp design. These typefaces
helped to give Irish stamps international appeal

and although many of these typefaces were intro-
du;ed in the 1960's, some of them aress kil

being used in Irish stamps today. 1In fact there

are a small number of typefaces such as Caslon,
Century Schoolbook and Helvetica that are
constantly used in Irish stamps today.

S most Irish stamps
ttering, with only

While Irish stamp design was still developing

in the typographical field, many countries had
already started using typography as the

central motif of their designs, this is something
which has not appeared, as of yet, in Irish stamp
design, but I feel that with Ireland’s involvement
in international commemoratives that it is only

a matter of time before Irish stamps start to
experiment in this area.

PRINTING PROCESSES.

In all there have been four different processes
used in the printing of Irish stamps, photogravure,
recess, letterpress and lithography.

All of the early designs (1820-60) were printed
letterpress and recess, and each stamp haq a nice
period quality, which is due to the washed out
colours attained from both printing processes.
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_ PTOCess were produced
1n general Irish stamps

f photo v
ter‘its introduct?on. g;ﬁ;gre
photogravure was mainly used
reproduction of paintings
used on all the Christmas

in multi-colour,
did“nat use the f
for many years af
this did happen,
for high quality
Whlch are mainly

Lithography was the last of
to be introduced;
most multi-coloure

the four processes
and- has been used to print

. _ d Irish stamps since 1971
Since the introduction of this process, very

fine line-drawings and high quality multi-

coloured work has been reproduced on Irish
stamps.

With regard to the development of printing
processes, Ireland was not that far behind
mogt pountries, and in some cases were ahead
o+3phelr contemporaries . Either way the quality of
Irish stamps today is as good as any. being
produced from around the world, from the
point of view of printing.

e S B JEGIRMATRERS

There has been a dramatic change in the use

of subject matter on Irish stamps over the past
sixty years or so. Initially mast of these
designs commemorated notable anniversaries

and events, all of which were directly related
to the political struggle of the country_at
that time. Very often many of theseldeglgnsl
proved somewhat obscure and as result Q1d not
have much appeal to many prople, especially
those of an international background.

As more and more Irish stamps.commemorated
international events, the varlgty of

subject matter used in these stamps begaa ; .
to widen. Until, very soon Irish stamps 1a kgo
the international appeal that was sadly lacking
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» the variety of subject
»€specially when Yyou consider

stamp design has managed to raise itg standards to those enjoyed by
most countries around the world,
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