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Introduction.

When deciding on a subject for this thesis I had just two main
criteria in mind: I wanted to write on a topic which was to do
with graphic design and preferably one of Irish origin.

I had heard of the Dolmen Press and was aware that its
founder, Liam Miller, was considered one of the leading figures
in dgsign in Ireland during the twentieth century. Not only has
he produced a great deal of impressive graphic design, but he
has also tried constantly to make a positive contribution to
design in this country. His work was inspired and sustained by a
love for Ireland: he did not emigrate to London or any of the
world’'s design capitals, despite the fact that Ireland in the
1950s was experiencing a surge of emigration and his prospects
abroad would surely have been more attractive than in his native
land. Nor did he join an established company to pursue his love
of book design in a secure environment. What he achieved, solely
with the help of family and friends, "goodwill and optimism" as
Ruth Brandt termed it, is tremendously impressive.

Section one of this essay outlines the beginnings of the
Private Press Movement in the 1890s in England and the est—
ablishment of the Cuala Press in Dublin. Miller knew very little
about medern private printing when he established Dolmen,
despite the fact that he was following exactly in the footsteps
of William Morris, Emery Walker and their contemporaries. But
he did have an association with Cuala Press, which was a direct
line to the Doves Press, Emery Walker, and the very heart of the
Private Press Movement. As time went on he studied the Movement,
became familiar with it, and came under its influence. In
Dolmen XXV (published in 1976) he confesses to an "obsession
with the Press books of the 1890s". In response to one of my
questions in relation to this thesis Mr. Miller mentioned that
as he learned more about the Private Presses he "came more and

more to respect Emery Walker" and that his "admiration for
Doves work still grows".



A very brief outline of the earliest years in the
existence of printing is also contained in this section. This is
mainly because Miller himself had gone back to those sources for
his design inspiration and wanted to recreate the beauty, the
quality, and the pure cra ftsmanship of the early books in his
own work. Included is a list of the design features which were
picked out of those early volumes by Morris and Walker and on
which they founded their principles of good design. This list
provides a useful guide against which to compare the design of
Liam Miller'’s books.

Inextricably bound up with the story of Dolmen is the
story of the development of Irish literature. It was a love of
books which first motivated Liam Miller towards publishing: the
editorial policy of Cuala Press and the ideas and writings of
W.B. Yeats, its Editor, defined Dolmen’s raison d'’etre: and over
three decades of Irish literary achievements kept Dolmen in
business and fuelled Miller’s creativity.

The main section covers the history of Dolmen and the
design of the books themselves. Design is analysed under the
broad headings of typography, layout and illustration and the
interaction of all three areas is looked at in a selection of
individual volumes over the years. I have discussed the cover
designs as a unique section and briefly talked about Miller’s
use of materials.

The books I have chosen to concentrate on were printed as
Dolmen Editions. Started in 1966, this was an imprint which was
to publish some of the best Irish literature in the finest
design settings. As they represent the pinnacle of Dolmen'’s
achievements it seems appropriate to examine them in some
detail.

Finally I have tried to assess the importance of Dolmen and
of Liam Miller’'s work, mainly through a personal response to the

design of the books.
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History of the Private Press Movement.

Printing has existed in Europe since at least the fifteenth
century when Johann Gutenberg used movable type to produce his
bibles. It was always practised as a trade and individuals have
also printed books, usually titles which would not be
commercially viable, such as scholarly works, propagandistic
writings, etc. However, by about 1750 private presses were no
longer strictly necessary, as even the most obscure textbooks
could be financed by public sponsorship. The name "Private
Press" came to be associated with a printing press operated for
pleasure rather than for profit.

As a hobby, for those who could afford it, printing
remained fairly popular until the late nineteenth century when
it was brought back to public attention by the designer William
Morris. Morris held that industrialisation and the subsequent
decline in design and craftsmanship was at the root of many of
the ills of modern society. He was an evangelist: his ideas
prompted him to write and his socialist tendencies prompted him
to seek a way of disseminating his writings as widely as
possible. Thus he became interested in the potential of
privately-controlled printing facilities. Although Morris is the
person most readily associated with the beginning of the Private
Press Movement, the real instigator of the Movement was the
typographer Emery Walker (1851-1933.)

Walker had been employed by the Typographic Etching
Company in London, where he became skilled in the technical side
of type-design, and developed the basis of a lifelong love of
typography and book design. He and Morris were neighbours and
became friends, sharing their twb major interests, socialism and
design.

In 1888 Walker addressed the Arts and Crafts Society
on the "Principles of Typography". He took examples of
Gothic design and typefaces and, in his speech, advocated a
return to the styles of design of the fifteenth and early




sixteenth centuries, the very dawn of printing in Europe.
This speech was an inspiration to Morris and in 1891, after
much discussion and some preliminary experiments, the
Kelmscott Press was established.

Morris and Walker cooperated in writing an article on
printing for the Arts and Crafts Society, which was published in
1893 and in which they ferociously attacked the prevailing
standards of book design. These they contrasted with the
standards of earlier times in an outline of the history
of their subject.

Johann Gutenberg died in 1468, wrote Morris and Walker,
and within 15 years of his death printing was being practised in
every country in western Europe. At that time there were as many
languages spoken as there were racial groups on the continent,
and every language had its own alphabet. Individual printers had
types cut or made them themselves and these were derived from
the alphabets used in the handwriting of each region.

As time went on the new invention meant that words
written in one country were much more freely available to
citizens of other nations, as long as they could understand
the language in which the books were written. This led to a
demand for the standardisation of alphabets across Europe.

The two kinds of character which became prevalent were the
Gothic fonts of Fraktur and Schwabacher, and the antiqua
fonts of roman and italics.

Gothic typefaces, employed by Gutenberg in his 42-line
Bible, were the first to be used extensively: they were of
Germanic origin. But they were superseded everywhere except
in Germany itself by the antiqua fonts.

Roman was basically a development of the inscriptional
lettering cut into architecture by Italian stonemasons in the
classical era. It was brought to perfection, it is generally
accepted, by Nicholas Jenson (c.1420-1480). He was a French die-
cutter sent by Charles VII to Mainz to learn the new art of
printing. Instead of taking his knowledge back to France,



however, he went to Venice and set up in business there as
a printer and publisher. By 1470 he was cutting the
typefaces which became celebrated all over Europe.

Italics were developed about 1500 by the designer
Francesco Griffo of Bologna. He based the letterforms on
the cursive script of Italian Renaissance scholars.

Griffo’s type proved to be the perfect complement to
Jenson’s roman, as well as being narrow and therefore
economical to use. Griffo worked for the intermationally
renowned printer-publisher Aldus Manutius (again in Venice)
and it was due to the influence of this man that italics
quickly became popular throughout Europe.

Morris and Walker claimed that from the fifteenth century
printing went downhill, but this was something of an
exaggeration due, one supposes, to the great regard in which
they held Jenson’s typeface and to Morris’ conviction of the
infallibility of anything and everything in the infancy of its
development.

What happened after Jenson’s death was that typography
became more refined in response to commercial needs. Letterforms
moved away from the Venetian style, becoming lighter in colour
and with a greater contrast in the widths of strokes. A vertical
orientation in the axes of curves became common as types grew
away from their manuscript ancestry. A certain virtuosity in
ornament came to the fore. Commercial pressures to put more
words on the page and save on paper costs meant that letters
became narrower and smaller faces were used. For the same reason
margins got smaller and the practice of filling margins and
empty spaces with decoration was discontinued. To cope with the
fineness of letters, paper had to be as smooth and clear as
possible.

These things were practically all of the facets of modern
book design to which Walker and Morris objected in their Arts
and Crafts article. To suggest a remedy for the shortcomings of

their contemporaries, the authors laid down what they considered
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to be the principles of good book design. These were to become
articles of faith to Morris: and Walker’s followers and to
private printers for years to come.

The first requirement of typography was, naturally,
legibility. The typographer should "avoid irrational swellings
and spiky projections". Lines should be pure: unnecessary
ornament was to be shunned, even - or especially - in such
apparently minor cases as on the ends of letter strokes.

Caslon (designed in the eighteenth century), although generally
regarded as a fine classical type, was faulted for the "vulgar
and meaningless" hooking of the ends of some letters, like the
"t" and the "e": these were contrasted with the "sharp and clear
stroke" of Jenson’s forms. Lines should be of a uniform width:
the contrast between thick and thin strokes in faces like
Baskerville (another eighteenth-century face and one of the most
popular of all text fonts) was too marked. The upper finishings
of letters should not be bulbous, as seen in the "ugly pear-
shaped swelling" characteristic of the upper finishings of
Caslon’s "c" and "a". Legibility could be tested by attempting
to distinguish between the numerals, particularly HU3uSUGIESAHA
g

Jenson’s letters were designed within a square, but by the
nineteenth century letterforms were generally only two thirds
of this size. This was due to economic considerations, but
because the words were so small printers used so much line
spacing that they defeated the aims of the exercise. "Long
Primer" (an old name for a type size of about 10 points) should
be the smallest type size used in reading books. As regards
commerciality, if less leading were employed larger type could
be used without taking up any more space and without making book
production any more expensive.

Spaces between words should be equal, or as regular as
possible. The solidity of the page was important and printers
were urged to take care to avoid "rivers", gaps in the text

forming patterns running down the page. These were not always



easy to regulate, but could be avoided by taking care when
breaking up lines of text. Spacing, the writers concluded, was a
matter of personal judgement and therefore required a good deal
of thought and attention.

Positioning type on the page was one of the most basic of
skills, but this, too, had been lost in much modern printing. In
the early days of book production it was standard practice to
position a block of text so that there was more space at the
bottom and fore margins than at the top and back of the text.
The two pages of an opeﬁing were thus treated as a single unit
and one overall impression was given whenever the book was
opened. Modern printers were inclined to view each page as
entirely separate from its fellows and to centre each block
as a single element. This has the effect of breaking the
continuity of the book. To complicate matters, printers
often counted the headline (title of the book or chapter
heading) as part of the text block so that in practice
there was more space at the top than at the bottom of the
page. The overall effect was of the words being driven off
the page.

Good paper should not be confined to the best books.
Cheap paper was often a necessity for the commercial
printer, but to attempt to mask this was a bad idea.
Inexpensive paper should at least be tough and durable: to
sacrifice durability for a smooth white surface was
foolishness. Publishers had a trick of producing slim
volumes printed on paper which was almost as thick as
board, a deception, wrote Morris and Walker, which fooled
nobody. A small book should be printed on stock as thin as
possible without being transparent. They acknowledged that
machine-made paper could not be as fine as hand-made paper,
however, which would seem to make some allowance for the
problems of commercial printers.

Ornament, meaning patterms, head- or tailpieces as

well as illustration, must be subservient to the unity of
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the page above all else.

Well-designed type, pleasing spacing of words and
lines, and the proper position of text on the page were
essential: beautiful ornament and illustration, judiciously
used, were an added bonus. The whole creed of the Arts and
Crafts Movement is summed up in the final sentence of this
essay: if all of these conditions were met, wrote Morris
and Walker, "A work of utility might also be a work of art,
if we chose to make it so."

The Kelmscott publications fit into a category of
"Romantic" book design (Bib.1), inspired by the aesthetics
of the Pre-Raphaelites: Morris designed typefaces based on
Gothic models and on Jenson’'s face, but making this last
very heavy and dark. A second major category is the
"Classical" style, associated with the Aesthetic movement
(Bib.1): it was characterised by restraint in design,
ornament limited mainly to initial letters, plenty of space
around the type, and an overall feeling of delicacy and
lightness. Typefaces were equally light and taken from
fifteenth century Italian prototypes. The most effective
use of the Classical style was in the publications of the
Doves Press which was run by Emery Walker himself and owned
by T.J. Cobden-Sanderson.

Doves Press was founded after the death of William
Morris in 1896, and its first book, the Agricola of
Tacitus, was published in January 1900. From the beginning
Doves’ publications were universally admired and it was
probably more influential than Kelmscott as regards design.
Even when the Press ceased to function its influence was
far from over. On a very practical level several of those
who had been most intimately involved with Doves became
closely involved with the printers of the future: Douglas
Cockerell, first lecturer in bookbinding at London’s
Central School of Art, had been on the Doves’ staff, and
Doves' chief compositor, J. H. Mason, became first

10



instructor in printing at Central.

Emery Walker himself kept up his associations with
private printing. The most important of these from the
point of view of this study was his work as typographic
adviser to the Cuala Press.

Ireland and the Cuala Press.

The Arts and Crafts Movement was not the only popular enthusiasm
of the late nineteenth century. In both Ireland and England
there was a great deal of interest in Irish culture, the
language, arts, and traditional way of life of the Irish people.

The literary heritage was one of the areas to gain a great
deal of attention. 1892 saw the founding of the Irish Literary
Society in London and the National Literary Society in Dubin:
Douglas Hyde founded the Gaelic League in 1893. A new literature
began to appear, written mainly in English but directly inspired
by Celtic influences. Theatre in Ireland also enjoyed a revival.
And at the centre of all of this action was the young poet W.B.
Yeats (1865-1939).

As a boy in Dublin Yeats had met William Morris and
they were reintroduced in 1887 when the Yeats family was
living in London. The poet soon became a regular visitor in
Kelmscott House and made contact with, among others, Emery
Walker.

All of the Yeats family came into contact with Morris
and his circle. By 1888 Lily, the poet’s sister, was
studying embroidery with May Morris. The youngest of the
Yeats sisters, Elizabeth, was studying to be a teacher and
experimenting with the technique of writing short stories
when she met Walker and under his influence became
interested in printing.

One of the other members of this group was Lily’s and
Elizabeth’s friend, Evelyn Gleeson. The three women shared an
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interest in crafts and a desire to do something practical to

help Ireland, which resulted in their leaving London for Dublin
in 1902 to found a fimm of designers and crafts

women which they
called Dun Emer Industries.

Dun Emer was a commercial venture but it also had a
philanthropic function. It was set up to design and make
objects of use and beauty: embroideries, hand-woven
tapestries ang carpets, and hand-printed books. All of the
employees were Irish, which created local employment, and
they were all young women: the Feminist Movement was
underway in London and Evelyn Gleeson was obviously
influenced by this. The intention was to teach craft skills
to the workers, who could, in their turn, pass these on to
others. The scheme would appear to have been tailor-made to
cater for just about every idealistic movement in Britain
and Ireland at that time.

Elizabeth had taken just one month’s tuition at the
Women’s Printing Society in London and was to be in charge
of the Press.

Dun Emer had the good fortune to be able to engage
Emery Walker as typographic adviser, while W.B. Yeats was
to act as editor. An Albion handpress was purchased: this
is an iron hand-press possibly invented around 1820 and
made by most pressmakers up to c.1940. It was displaced for
commercial work by mechanical presses by the 1850s, but was
revived at Kelmscott and became extremely popular among
private printers. On Walker’s advice the type font
Elizabeth bought was Caslon, a 14-point size. A special rag
paper was ordered from Swiftbrook Paper Mills, Saggart (in
county Dublin), to be used for all standard-format books.

In The Seven Woods, a collection of Yeats’ poetry,

was the first publication. It has many of the features
which were to become associated with the Press’ output.
Pages are a small quarto size, 8 1/4ins. x 5 3/4ins.
Swiftbrook’s paper was mouldmade, thin and crisp, off-white

12
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in tone. Layout of the page was similar to a Doves’ book.
The colophon, headings, and some notes are printed in red
ink. 325 copies were printed and priced at 10/6. The
edition sold quickly, half of the books by prior
subscription.

Financial difficulties beset the Press considerably
more than the rest of the Industries, partly because
Elizabeth was not the most shrewd of businesswomen. Her
elder brother was appealed to for money on more than one
occasion. By 1908 financial problems of the Press and other
personal differences between the Yeats sisters and Evelyn
Gleeson had come to a head and a split was unavoidable.

Lily and Elizabeth moved their own operations, including
some textile work and the Press, to Churchtown, in south
county Dublin. They named their new company Cuala
Industries, after the Irish name of the district. The
production of Cuala was all but indistinguishable from that
of Dun Emer.

Dun Emer/Cuala was founded to publish the work of Irish
writers and writings relevant to Ireland. As Editor of the
Press, W.B. Yeats was responsible for the choice of
publications. He had experience in this area from the age of 23,
when he worked on the editing of Poems and Ballads of Young
Ireland, printed in Dublin in 1888, and Fairy and Folk Tales of
the Irish Peasantry, published in London in the same year. The

first collection of his own poetry, The Wanderings of

Oisin, appeared in 1889.

Yeats’ involvement with the various literary
associations of London and Dublin show his concern with the
country’s cultural heritage. He wanted to make Irish
writing as widely available as possible and supported his
sister’s publishing venture from the start. His own work
was heavily influenced by Irish legends and folk tales but
Cuala’s bibliography of publications shows the Press’
support for many of the new young writers of the day. Apart
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from Yeats’ own work there are editions of books by AE,
Douglas Hyde, J.M. Synge, Oliver Gogarty, Lady Gregory,
Frank O’Connor, and Patrick Kavanagh.

Cuala was not the only private press in Ireland at
the beginning of the century. Printing was carried on by
individuals in this country just as it was in England, and,
indeed, continues to do so to this day. But very few of the
Irish presses have paid attention to design. Cuala was by
far the most advanced in this area and was in other ways,
specifically its editorial policy, the most influential of
the Irish presses.

Cuala’s great achievement was that it printed books by
Irish writers at a crucial period in Irish cultural
development. Through the Yeats family’s efforts Irish
writing was brought to the attention of a wider audience
abroad and into the public eye at home. One of the Irishmen
who, in the 1940s and 1950s, was strongly affected by Cuala
and the achievements of Elizabeth Yeats and her family was

a young architect from the Midlands: his name was Liam
Miller.

The establishment of the Dolmen Press.

Born in Mountrath, co. Laois, on April 24, 1924, Liam
Miller was the eldest child of Sighle and James Miller. He
was educated by the Patrician Brothers, Ballyfin College,
and studied architecture at University College, Dublin. He
is married to Josephine (nee Browne) and they have four
children, a son and three daughters.

Early in life Miller developed a tremendous
admiration for the writing of Yeats. He loved the stage,
being involved for a time with the Lantern Theatre in
Dublin, and he was a voracious reader, especially of

poetry. As Cuala Press was still in operation up till 1968
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and as they were Yeats’ main publishers, Miller would have
discovered that Press very quickly. Before long he
discovered Cuala'’s origins (he and his wife were friends of
Michael and Anne Yeats, children of the poet) and was
struck by both William’s commitment to Irish writing and
Elizabeth’s achievements in printing and publishing.

This love of books and of the theatre, a knowledge of
design through architectural studies, an awareness of the
work and background of the Cuala Press, a strong desire to
make some contribution to Ireland, and, above all, a sense
of adventure seem to have been the key things which
prompted Miller’s suggestion in 1951 that he and Josephine
should try printing. Miller himself made a tiny wooden
press, set up a verse with a card fount of type, inked it,
and made a couple of impressions. The first efforts cost
less than a pound and were sufficiently encouraging to
allow them to buy an elementary hand press and a font of
12-point Caslon type.

The press was an 1lin. x 7in. Adana flatbed which just
about allowed two pages to be printed simultaneously. Luckily,
Cecil ffrench Salkeld, who had run the Gayfield private press
with his mother, lent the Millers a wooden handpress which could
take four pages at a time. This was used for three years until
the family moved to Glenageary (co. Dublin), to a house which
provided enough garage space to facilitate the acquiring of
another three presses, one of which was an Albion. (This gesture
suggests that Miller was beginning to come under the spell of
the nineteenth-century Press movement.) When, in 1958, Liam
Miller began printing and publishing full-time, the Press moved
to Upper Mount Street and a Heidelberg platen was bought. North
Richmond Street was the final stop of the printing works in 1973
and the machines in use at this time were Heidelberg platen and
cylinder cpresses. Towards the end of the 1970s it was
necessary to convert to offset lithographic printing if the

Press was to remain commercially competetive: however print
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union regulations prevented single crews from working on
both offset ang letterpress equipment and the closure of
the printing works was unavoidable. The latest books
Published by Dolmen were printed by other printing works,
often outside Ireland.

Back in 1951 the first book published by the new Press was

Sigerson Clifford’s small collection of ballads,
Tinkers.

Iravelling
Public reaction was encouraging and the booklet sold

out quickly. It served to let people know of the existence of
the Press and before long writers were coming to the Millers
with books or suggestions for publications. Padraic Colum wrote
from New York to offer his poetry. Donagh MacDonagh came with a
ballad, "The Love Duet", from his play, God’'s Gentry, which was

to become the second of the Press! publications. He introduced
Miller to Louis LeBrocquy, who made a headpiece and tailpiece
for this particular publication and who was later to be involved
with the production of one of the Press’ finest volumes, The
Tain. Early in 1952 the translator of The Tain, the poet Thomas
Kinsella, was brought to meet the Millers and work was begun on
his book, The Starlit Eye. Dolmen eventually became the
publishers of all of Kinsella'’'s work.

Some of The Starlit Eye was set by Kinsella himself.
Neither Liam nor Josephine Miller knew anything about the
techniques of printing: these they learnt as they actually
worked and they were more than willing to involve friends
and writers in the preparation and printing processes.

Thus friends, guests, and visiting poets spent
evenings and weekends in the Miller household, setting
type, cutting and folding paper and pulling the press. As
Miller was still working in an office in Dublin the work of
the Press had to be carried out in the evenings, at
weekends, and during whatever free time was available. In
later years Liam Miller remembered the pleasure and
companionship of these occasions, when new acquaintances

were made, friendships consolidated, and conversations
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frequently Suggested new ideas and projects, as being one
of the greatest rewards of setting up the Press.

Josephine Miller was not involved to any great extent
in the design side of Dolmen. However, she was probably the
more businesslike of the couple and she seems to have borne
most of the responsibility for the family’s welfare while
her husband was immersed in his beloved books. Her brother,
Liam Browne, was the business manager of the Press.

As mentioned above, writers had from the start
approached the Millers with manuscripts and proposals for
books. Those which were to be published were chosen,
according to Miller, '"out of [his] personal curiosity,
taste, judgement or whatever you’d like to call it."
(Bib.4) Illustrators were selected in much the same way.

Michael Biggs made linocuts for The Midnight Court, David

Marcus’ translation of Bryan Merriman’s long poem, in 1953,
and through Biggs many young artists were introduced to the
Press, including the frequently used Leslie MacWeeney and
Bridget Swinton.

Louis LeBrocquy designed the Press’ logo, the
stylised dolmen which first appeared in the endpapers of
The Tain. When choosing a name for the Press Miller wanted
something "Irish, architectural, international, and
ancient" (quotation from personal interview.) These stone
structures erected over pre-Christian burial mounds are
found along Europe’s Atlantic seaboard and are an instantly
recognisable feature of the Irish landscape. The symbol had
appeared in all of the Press’ publications, drawn by Miller
himself, in a variety of forms until 1969 when LeBrocquy's
interpretation was adopted as the company’s standard
pressmark.

Dolmen’s first three years’ work covered 16 small books
and four broadsheets. By 1956 Liam Miller had decided to quit
his job and work full-time at the Press. It was impossible to

make a living purely from producing beautiful books and
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pamphlets in limited editions, so the Press carried out

Jobbing work, such as the printing of theatre programs,

catalogues for art galleries, etc. But it still needed to
become more commercial to be financially viable and so by

the mid-1960s more and more books were issued in unlimited

editions for the mainstream publishing market.

Concerned that his original aims were being ignored,
Miller decided to create a new imprint which would be a
return to these ideals. It was called the Dolmen Editions.

In Miller’s own words: "Dolmen Editions was conceived
as a series which would print, in limited editions,
important Irish writings. The text dictated the format of
each book and many of them are illustrated, some with
original graphics whose creators were encouraged to employ
experimental techniques in letterpress printing." (Bib.11)

Thomas Kinsella's collection of poems entitled
Wormwood was the first Dolmen Edition. It was produced in

an edition of 350 copies, signed by the author and was
published in March, 1966.

Liam Miller’s Design.

The best way to examine Liam Miller’s design is probably to look
at his typography, layout and use of illustration first in a
fairly general way and then in the specific examples of a
selection of the books.

It should be appreciated that Miller’s work was much
farther ranging than is usual for designers today. In
commercial publishing companies a designer can spend all of
his or her time in a single very narrow area. For example,
the designer might choose typefaces and layout and suggest
an illustrator or photographer for nothing more than the
cover of a book: the design of the text might be consigned

to another designer, or even another department. Miller, on
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the other hand, worked in every single area of production
of his books, from editing the author’s typescript to
seeing the final product through the press. One of his

titles would be that of "Art Director". In this respect a
good deal of his work was purely decision-making and
liasing between different people, rather than actual
bPlacing of elements on the page. He had to decide what
typefaces to use, which illustrators to employ. He had to
be able to communicate with maximum efficiency so that
illustrators, and, very frequently, writers, would be able
to work harmoniously with each text. And so, quite often,
one is critically examining the characteristics of a
certain typeface or style of illustration and Miller'’s
involvement can only be measured by extension, by trying to
understand the reasoning behind the decision to use

Perpetua titling, for instance, or a drawing by Jack Coughlin.

Typography .

A recent issue of the American graphics magazine, Print,
carried an article about publication design by the
typographer Roger Black. "Books and magazines", he wrote,
"have content of their own, written content, and their
design is not simply a package, a cup that contains the
liquid text; it is essential to the meaning of the words.
Type is the code that carries words. The subtle variations
of typefaces have their own, usually subliminal, meanings.
The typographic design of a magazine or book affects the
meaning of the words by presenting the material directly,
forcefully, and legibly - or not. The associations called
up by type layouts can put the reader in the proper mocd."
This philosophy of design can be seen in Liam
Miller’s work with Dolmen. He gave a great deal of loving

care aﬁd attention to typography in all the Press'’
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Pilgrim: designed by Eric Gill,
reissued by Linotype, 1953.

have perished ere he could have ask’d one for himself: he stood by the chaise,
a little without the circle, and wiped a tear from a face which I thought
had seen better days—Good God! said I—and I have not one single sous left
to give him—But you have a thousand! cried all the powers of nature, stir-
ring within me—so I gave him—no matter what—I am ashamed to say how
much, now—and was ashamed to think how little, then; so if the reader can
form any conjecture of my disposition, as these two fixed points are given
him, he may judge within a livre or two what was the precise sum.

I could afford nothing for the rest, but ‘Dieu vous benisse’—Et le bon Dieu
vous benisse encore—said the old sofdier, the dwarf, &c. The pauvre honteux
could say nothing—he pull'd out a little handkerchief, and wiped his face as
he turned away—and | thought he thanked me more than them all.

Specimen of the Bunyan type from Laurence Sterne’s 5 SENTIMENTAL JOURNEY

publications and his interest in using type as a visual
communicator of ideas and emotions as well as of words is
particularly evident in the Dolmen Editions.

Caslon was the first font used by Dolmen Press. A
case of Bodoni came with Cecil ffrench Salkeld’s printing
press and as time went on more faces in a range of sizes
were acquired at the rate of two or three per year from
1957. There were eventually 16 different typefaces in the
Dolmen collection, 10 of these in a range of text sizes,
Plus 12 display fonts.

Caslon and Poliphilius were most frequently used in
the early sixties, but by the middle of that decade a font
of Gill Pilgrim had been bought and this was used in 44 of
the 119 books brought out before 1970. It remained the most
popular font for the Editions through the 1970s.

Eric Gill, one of the greatest British typographers
of the twentieth century, was the designer of Pilgrim. He
produced it for a book published by the Limited Editions
Club of New York, who called it "Bunyan". In 1950 the
Linotype Corporation bought the rights to reproduce the
font: it was re-cut and issued in 1953 under the new name.

It has features of Humanist origin, that is, derived
from the fonts of Jenson and the Venetians, as well as
features common to the Transitional designs of the
eighteenth century and the work of Baskerville. It is
classified between these two categories as an 0Old Face or
Garalde (along with Caslon and Garamond.)

Pilgrim’s colour is even: a page set in Pilrim text
will have an overall grey appearance. The contrast between
strokes in each character is not very marked. Very slight
difference in width between thick and thin strokes is a
characteristic of the Venetian fonts. Capitals are the same
welight as lower-case characters and the ascenders of the
lower-case are taller than the cap-height.

The typeface has an overall vertical bias: most
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tellingly, the axis of the curves of "o, CEE S and i cl
are vertical and the cross-bar of "e" is horizontal. The
serifs of "b, HolR ROt SO s e are horizontal and
the feet of tat, Y A S g e are flat. The heavy
emphasis on the vertical found in Pilgrim is a trait of the
Modern or Didone category, of faces like Bodoni and Walbaum.
Walker and Morris would have approved of the lack of
Oornamentation of Pilgrim. There are no swellings on any of
the letters, apart from a slight widening of the end of the
tail of "y, "j" has no swelling of its tail and is not as
hooked as Caslon’s g
Gill was comissioned to create this typeface for a limited
edition of Laurence Sterne’s Sentimental Journey, which makes

one wonder why it was first called "Pilgrim" and then "Bunyan",

names apparently derived from John Bunyan’s Pilgrim’s
Progress. One reason which seems plausible is that the face
was named for its qualities of design and that these called

to mind qualities associated with Pilgrim’s Progress.

Pilgrim, the typeface, is plain, simple and vertically-
biased, with a firm, flat baseline. The spiritual
characteristics preached by Bunyan, the writer, are
honesty, purity of heart, rectitude, and a firm, steadfast
faith which is not distracted by worldly pleasures.
Miller’s choice of this typeface was influenced partly by
his admiration for Eric Gill and, presumably, partly
because he felt the traits of the letterforms were
appropriate for what he was hoping to accomplish.

A small range of typefaces was employed in the Dolmen
Editions, but it was employed with considerable versatility and
effectiveness.

Text fonts were practically all Old Faces, including
Bembo, or fonts based on Venetian originals, such as Plantin
(designed by F.H. Pierpont for Monotype and derived from a
sixteenth century Dutch original) and Centaur (by the American

Bruce Rogers, cut in 1914 but derived from Jenson’s roman.)
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These are in contrast to Dolmen’s more commercial
productions, which were mainly set in Baskerville and Times
Roman. Display types were limited to a small selection.
They included Felix, a titling face based on the
inscriptional lettering designed by Felice Feliciano in
Verona in 1463: Eric Gill’s most popular roman, Perpetua:
and the Uncial of Austrian artist Victor Hammer, which
harks back to pre-Gothic type forms.

Irish typefaces.

Hammer Uncial was based on the writing used in the scriptoria of
early Christian Irish monasteries, and the Irish connection was
one of its main attractions for Liam Miller. He comes across as
a concerned typographer with a special interest in the survival
of the Irish language and alphabet. In the late 1950s he
encouraged the illustrator and scribe Michael Biggs to design an
Irish alphabet and the results were published in 1960 in the
Dolmen Chapbook, A Gaelic Alphabet, along with a short

article on Irish type by Miller himself. In this article he

briefly discussed the history of Irish type design, from
the bastardized versions of roman and Anglo-Saxon fonts of
the sixteenth century to "Columcille, " designed by the
proprietor of the Three Candles Press (another private
press in Dublin), Colm O’Lochlainn. His knowledge of the
subject is evident, but, despite his support for the
continued use of the Irish alphabet and concern for the
quality of its design, it has to be said that Miller
himself did not actually employ any Irish font other than
Hammer Uncial and, rather sadly, Michael Biggs’ alphabet
seems to have been developed no further than it was in the
original Dolmen Chapbook.

Miller’s use of Uncial was always inventive. Letterspaced

capitals were used for titles, tightly set upper- and lowercase
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blocks were useg on title pages: over the years Uncial was used

for setting English, Irish, Spanish and Italian text and worked
equally well in all cases.
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Calligraphy and hand-lettering was a feature of many private
press books, as limited editions meant that initials could be
drawn and coloured by hand. Calligraphic letterforms were used
in several of Dolmen’s publications, although they were

generally printed from blocks (while printing was by

: ’b('

letterpress) or plates (when lithographic printing was
adopted). Miller introduced Ruth Brandt, one of the
illustrators most often employed at the Press, to the work
of David Jones, a modern Welsh scribe, and she began to
produce hand-lettering for Dolmen under Miller'’s direction.
In fact, the very first of the Editions, Thomas Kinsella'’s
Wormwood, included some of this calligraphy.

The volume is half-bound in veneered boards to give the
impression of a natural wooden surface. At the top of the cover
is the title, "Wormwood", in capitals about one inch high and
justified to fill the width of the cover. Directly below,

PN{mm R 00

slightly smaller and also justified, is the author’s name.

The lettering looks unusual, has a great deal of
personality, and is very attractive.
Taking the lead from David Jones, Ruth Brandt’s

lettering is based on the forms of modern typefaces rather
Wormwood

by Thomas Kinsella:

tide lettered by Ruth Brandt.

Dolmen Editions I,

March 1966.

than on cursive scripts. "Wormwood" looks as though it
might be derived from the typeface Perpetua or maybe from
Optima, executed so the letters are uneven and
individualised: the "K", the final "A", and the "R" have
elongated curled strokes.

Printed in sepia, the grain of the veneer shows

through the characters. They look rather like characters
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burnt in wood. Ms. Brandt‘s letters are used again on

the title-page of the book: "Wormwood" is set in olive ink
and "Thomas Kinsella" ip black. They are denser and look
better than ever. To tie in with the calligraphy, Miller
used olive green Perpetua initialg to start each poem.

Later in Dolmen’s production Miller employed Timothy
O’Neill, Ireland‘s leading contemporary scribe, to provide
calligraphy for books like Giraldus Cambrensis’ Topographia
Hiberniae (translated by John J. O'Meara and published in 1970.)
Miller always favoured the “masculine" qualities of modern hand-
lettering over the scrolls and flourishes of the traditional
cursive approach. The work of Brother Timothy is based on
ancient Celtic handwriting and Ruth Brandt’s on mechanically-
produced typefaces. They might have curled the ends of letters,
extended serifs, or made obviously hand-drawn lines, but neither
Was inclined to use the sort of flowing brushwork which typifies
the work of scribes like David Jackson, or even the script-
typography of, say, Herb Lubalin or Hermann Zapf.

Colour.

In relation to typography the word "colour" generally means the
overall appearance of a Page set in any particular typeface, but
in this case it refers to the Spectrum of visible light. While
it is not possible to generalise to any great extent about
Miller’s use of different sizes of type, or different
combinations of typefaces, etc, his use of colour with type can
be so examined.

Use of two or more colours is very much a trait of the
Private Presses. Cuala’s colophons and headings were usually in
red, for instance. Dolmen Editions were frequently printed in
more than one tone, a second colour often being reserved for
headings, or at least the title-page. Wormwood, for example,
shows the name of the book in
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green on the title-page and uses green Perpetua initials at
the start of each poem. In Synge’s translation of
Petrarch’s sonnets from Laura in Morte (1971) the titles of
the poems throughout the book are in red-brown capitals.
Lady Gregory’s Coole, some of her memoirs associated with
her home in Connemara, has a title page printed in black
and red and, again, throughout the book titles are set in
brown ink. 1973 saw the publication of William J. Philbin’s

To You, Simonides, a collection of sayings, proverbs and
words of wisdom. The book is divided into sections
according to themes. The first (left-hand) page of each
section contains extracts from thinkers as diverse as T.S.
Eliot and de Tocqueville. These are set in brown. The rest
of each section is translations from the Greek
philosophers, set in black.

Layout.

Liam Miller’s respect for and admiration of the type designs of
the past is evident in the selection of faces he used in
his books, especially his feeling for models from the
earliest years of printing, a feeling which was, of course,
common to Emery Walker and the private press owners of the
last century.

Something else he shared with Emery Walker was the
way in which the type was laid out on the page.

The standard format page sizes of Doves, Cuala, and
the Dolmen Editions are in direct proportion. Cuala has the
smallest page, 8 1/4 x 5 3/4ins.: Doves used a page of 9
1/2 x 6 1/2ins.: and Dolmen Editions pages are 11 x 7
1/2ins. The overall page layout of the Editions strongly
resembles that of Doves or Cuala. The width of the back and
top margins in non-poetry volumes is the same as in a Doves

book: 3/4in. and one-inch respectively. In volumes of
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poetry the head margin is 1 1/2ins. deep: the tail margin
is two inches deep: the fore margin of a Dolmen Edition is

1 1/2ins. wide. The type is usually 12- or 14-point and set

solid or one-point leaded.

The combination of type, margins, and style of
setting in the layout of a pPage can, as Roger Black wrote,
influence the frame of mind of a reader. Layout can also be
used to communicate in much the same way as an illustration
or the words themselves. It should be possible to "read"
the meanings of a page layout, as long as it is recognised
that any such interpretation will be subjective to at least
some extent.

The first thing which the layout of a typical Dolmen
Edition may suggest is the value of the text. This is
largely because of the beauty and elegance of the layout:
Just as a jeweller gives the finest settings to the most
precious stones, one feels that the words must be
important indeed to merit such a fine presentation. More
practically, the spareness of the layout and the wide
margins make it appear that economic considerations were
played down in the book’s creation: the book looks
expensive and we assume that the words are worth the expense.

Compared to the amount of space available there are
very few words on each page. Thus one has the impression
that each double-page opening contains a complete idea or
set of ideas: if more space was needed it was obviously
available on the page and there should be no reason to
hurry on to the next opening to find the rest of the
message. This is an impression rather than a fact, but it
does have the effect of making one read in a more relaxed
way, perhaps just a little more slowly. Hopefully this
allows the reader to appreciate and savour the words more.
It is a particularly good way to set poetry, which is
generally intended to be perused at leisure, but can

enhance any text, again calling to mind the full importance
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of the words by making the reader take his or her time over
them. These are, one feels, words and ideas to be contemplated.

The size of the typeface adds to this lmpression.
Most of the Dolmen Editions were set in 14-point Pilgrim,
which is two or four points larger than the sizes of type
most commonly used for text setting today. One tends to
associate larger characters with slower reading, with
words, again, to be studied.

From an aesthetic point of view each double-page
opening has coherence as a unit. The wide fore margins push
the two text areas together to make one block, which leads
to continuity from page to page, an important criterion as
noted by Morris and Walker. (This device is more effective
in continuous text than in poetry as lines of poems printed
on the left-hand sheet won’t all reach the edge of the back
margin, )

Another of Walker’s and Morris’ criteria is fulfilled
by the wide fore and narrow back margins, in that they
prevent the text from appearing to slide off the page.

The lack of ornamentation of the typeface is in
keeping with the page as a whole. There is a modesty or
reticence about the layout which suggests that the reader
should focus all of her or his attention on the words. The
purity of the layout lends a sense of purity, or

intenseness, to the words as well.

Title-pages.

The early Editions had title pages which were not stylised
and which had little to distinguish them from conventional
commercial layouts. In the edition of Synge's play Riders

to the Sea published in 1969, the treatment of title pages
;;iggiwas to become a hallmark of Dolmen was first introduced.

All of the type - title of the play, names of the author,
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editor and illustrator, and the book’s imprint - are set in a
single block, ranged left, unjustified, at the top of the
pPage. The setting is all capitals of one point size, set
solid. In this particular case three colours were used: the
title and imprint number are in earth red, author’s name in
black, and names of the editor and artist in olive green.
Later Editions were regularly printed in two colours,
usually red (for the title of the book) and black. All of
the information is conveyed through the colours, the red
generally picking out the most important feature, and
through the logical order of the statements.
This implies a very penetrating analysis of the

functions of a title-page. Both Doves and Cuala books had

Riders Ty Tp, Sea

by J- M. Sy‘ngc:

l;n‘l’c““ by Tate
Olmen Edjy

March 1969, SRl

FATE ADANS

NEANUSCRI |
VARD LNy RSy

AR

N COLOUR 1y

title-pages which were comparably simple, but the
compacting of all the information into one block and
setting it ranged left rather than centred would appear to
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have been unique to Dolmen.
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Colophons.

Colophons detailing the production of the book, the workers
involved, the materials they used, and the print run of the
edition were a regular feature of privately produced books
since Kelmscott. William Morris may have adopted them
partly because of his socialistic leanings: he believed
that workers should be involved at all stages of production
so that everyone could share the sense of achievement and
satisfaction in the creation of the book. The colophon is a
mark of pride in a book, as it is a list of people who are
willing to acknowledge responsibility for the production.
For the owner, the colophon provides a link with the
designers and craftsmen and some contact with the actual

creation of the book.
Ironically, today the information in the colophon can
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Seem positively pPretentious and elitist. We in the
twentieth century have lived our entire lives in the age of
mass-production so that naming designers or craftsmen is
something we tend to associate with the most exclusive
products, not by any means with design for the general
public. The Dolmen colophons did not always list all the
workers involved in each book, but they invariably
mentioned typeface, size, paper, etc. Naming typefaces is
of little or no use or interest to anyone except
typographers. Therefore it would appear that Liam Miller
had less interest in the sociology of book-making than in
its craft. He was not trying to make volumes for "the
masses", but for a discerning audience, an audience which

would appreciate fine craftsmanship and understand some of
the technicalities of his art,

Illustration.

It is considerably more difficult to pin down general
features of illustration relevant to Dolmen’s books than it
is to define features of typography and layout, simply
because illustrations were contributed by so many different
people.

One of those whose work appeared most frequently,
especially in the early years, was Liam Miller himself. He
did not actually include his own illustrations in any of
the Dolmen Editions, but made drawings, prints and
photographs for a number of other volumes. All of Miller’s
illustrations are small and compact. They are not
strikingly well drawn, nor are they artistically
prepossessing in any other way, but they do work quite
nicely within the structures of the pages he planned. This
practice in making illustrations fit his own layouts and

coordinate with his typography was to stand Miller in good
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stead when it came to commissioning other artists to
provide work for Dolmen: having some experience in
illustrating for books himself, he was able to involve
these other artists in the design of the book as a whole
and thus to integrate words and pictures to give one
overall impression.

Many of the artists who worked for Dolmen in the
early years were young unknowns, several of them straight
out of college. They were employed largely because Dolmen
simply couldn’t afford the fees of established artists.
Although the pay was not very gocd, it was pleasant work,
gave the artist some creative freedom, and the end results,
the books in which the work appeared, were objects to be
proud of. Also there was very little other work available
for illustrators in Ireland at that time,

When the Press began to gain its reputation as a
publishing and printing house of quality, Miller started to
employ the services of people who are known as dartals sl
rather than "illustrators", people like Barrie Cooke,
Bernard Childs, and Louis LeBrocquy.

In describing the artwork in his books Miller very
rarely referred to it as "illustration". Pieces are
invariably described as "linocuts", "drawings", etc. As
quite a lot of Dolmen’s artwork was provided by people who
did not and do not consider themselves "illustrators", it
may be that Miller described the work as he did in
deference to these artists.

Locking at the evidence of the books themselves it
appears that he also wanted their readers to see the images
in a certain way. The term "illustration" is usually taken
to mean an image which gives a visual aid to some sort of
descriptive passage in a book. In Miller’s books text and
imagery are considered as working together, but each with a
unique and independent identity.

It is interesting to note, however, that when dealing
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With an artist like Ruth Brandt, one of the avowed
"illustrators" of Dolmen'’s books, Miller knew exactly what
he wanted from the artist and was able to describe this in
Some detail. He requested Ms. Brandt to change her style
for some of Dolmen’s books, from light, pretty watercolours
to a simulation of the woodcuts of incunabulae, all of
which indicates that his attitude to art/illustration was
not quite as reverent as one might expect from his manner
of speaking about it.

Cover design.

One instance in which pictures of any kind, be it "illustration"
or "art", were, if anything, under-used, was in Dolmen’s cover
design. Most of the Dolmen Editions were hard-bound and
issued with dustjackets. The design of each of these was
different, of course, but the differences were variations
on a definite theme. Some of the binding was done at the
Press, more of it by commercial bookbinders.

The majority of the Dolmen Edition dustjackets were
of matte paper: even through the 1970s neither lamination
nor any other kind of glossy finish was used very often.
This has several drawbacks. It means that the books are
hardly protected from dampness or staining and that the
covers cannot be cleaned. One very specific disadvantage is
that adhesive price labels used by booksellers cannot be
removed without tearing the surface of the paper. All of
this indicates either that Miller did not really consider
very carefully the practicalities of buying and owning
books very carefully, or that he intended the volumes to be
purchased by people who would take particular care of them,
perhaps book collectors, and did not intend to sell the
Editions in ordinary bookshops, maybe offering them by
subscription instead. Perhaps the matte finish was adopted
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My Wallet Of Photographs
J. M. Synge’s photographs
amranged and edited by
Lilo Stephens.

Dolmen Editions XIII,
April 1971.




A Tribute To Austin Clarke
On His Seventieth Brrthday
edited by Liam Miller and
John Montague.

Dolmen Editons IV,

May 1966.

simply because Liam Miller felt it was the most suitable
for the hang-

work.

crafted feel he was aiming to reproduce in his

A Tribute to Austin Clarke on his Seventieth Birthday was
a collection of poems and short essays to honour the poet, plus
a checklist of hig work, published in May 1966. Its cover
design is typical of the Dolmen Editions. The cover is a
dull grey paper with a rough finish. The whole front of the
book is taken up by the words of the title and author’s
name. 48-point Felix titling is used, set centred, all the
type in black except for "Austin Clarke", which is maroon.

The overall effect is reminiscent of a classical tombstone.
J.M. Synge’s Wallet of Photographs (1971) has a cover of
grey-green paper with a heavy laid grain. The type, black
Optima upper- and lower-case and the author’s signature,
does not cover quite as much space as on the previous
example but it is still very large and there is nothing
else on the cover.

Photographs and illustrations appear on book jackets
sO universally today that it is quite a surprise to come
across the type-only Dolmen Editions. But the covers are in
tone with the classical, restrained nature of the books
themselves and fit in with the styles of the bookjackets of
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