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INTRODUCTION

Exact 1 y
the Irish Free State

died.

the
a printing

new united

POLITICAL PROCLAMATIONS, AND THEIR DERIVITIVES IN IRELAND 1898-1948

the cause for which Emmet had

the concern of

In terms of

In 1898 the celebration of the centenary of Robert 
Emmet's ill-fated rebellion added considerable impetus to the 
revival of nationalism and republicanism in Ireland, 
fifty years later the government of 
declared Ireland a republic

That half-century was the country's most intense period 
of political turmoil and consequently it was also an era of 
intense political propaganda with numerous politically motivated 
organisations attempting to win general public acceptance 
for their various causes, either by praise of their cause 
itself, or by vilification of its alternatives. Neither of 
these two fundamental propaganda techniques were necessarily 
respectful of truth, reason, or the human intellect. During 
the period which will be covered in this thesis propaganda 
from the different interest groups spread through the various 
forms of printed media, through the spoken word, and in latter 
years through radio. The effectiveness of the propaganda 
of particular newspapers and books has been studied by 
historians, but other forms of the print media have been 
largely forgotten. In terms of their value as part of 
Ireland's visual heritage the printed ephemera of past 
political struggles has been ignored by historians of Irish 
art and design. This thesis examines a popular genre of Irish 
printed political propaganda which evolved considerably during 
the fifty years following Emmet's centenary, ie, the 
proclamations, and the many styles of posters and handbills 
which derived from them. Produced at a time when Irish 
nationalists were striving to establish a new united independent 
nation, they reflect not just the concern of the many parties 
involved, but a long and lively tradition of skilled 
in I reland .



form of

but these tend to be

The aims of this thes is are:

(1 ) To define the tradition from which these printed
items evolved.

(2) To define the context and evaluate the efficacy of
within the period covered.

(3)

(4) To assess

(5)

The objectives of

(1 )
useon

to 1898.up

(2)

their

To shed some light 
of Irish des ign.

which essentially remain a 
function is to publicly proclaim 
visual by-product of history and

To trace the history of proclamations, with specific 
emphasis on Ireland, and demonstrate their use as 
a political device

their value as part of our visual heritage.

From it evolved less formal

To identify the interest groups that used proclamations 
(and their derivitives) between 1898 and 1948, and 
examine how they used them and their reasons for so 
doing.

Only four archives in Ireland have collections of 
proclamations, all of which are rather meagre, poorly 
catalogued, often in poor condition, and badly preserved. 
Trade unions and political parties also have collections 
of posters etc, which they published, 
extremely modest and incomplete.

these items,

this thesis are:

on this largely forgotten genre

original proclamations to its derivitives.
To trace the evolution of format and style from the

The printed proclamation is the earliest 
produced political propaganda, 
posters and handbills 
proclamation because their 
their message. They are a 
as such are an important part of a nation's visual heritage.

form of mass-



To examine factors that influenced design and(3)
ie :product ion,

i)

ii)

i i i) innovat ions

(4) To highlight characteristics which are peculiar to 
Irish proclamations and their derivitives, to show 
how they have reflected Irish culture and history, 
and to identify the most successful solutions.

and to show how new design formats became popular, 
and how traditional formats continued nonetheless.

large wooden poster types, colour 
printing, illustrated posters, photography, 
and foreign design influences,

tradition - design formats and styles of text 
that were slow to change, and the political 
slogan,

technology - the print workshops, how they 
were organised, and the printing processes 
they used,



CHAPTER 1

THE HISTORICAL BACKGROUND OF THE PRINTING OF PROCLAMATIONS
IN IRELAND UP TO 1898

: THE ORIGINS OF THE PROCLAMATIONPART ONE

Aristotle defined

interests and divisions

the claims of others.
promote their own aims and interests.

■p

commoni cat i on.

its in

an used by those

as

*

*

* 

*

Although a single 
the fact

To do this effectively they must have a good system of 
communication channels through which they can communicate 
not only with their own members but also with those whom 
they wish to influence.

the concept have neglected the relevance of 
which reflect

a state.

their own

the sale of indulgences was 
of a new basilica for St.

conserve their own

Since 13 October 1517 the publicly displayed proclam
ation has become one of the most popular forms of political 

On that date Martin Luther, Professor of 
Biblical Literature of Wittenberg University nailed his 
95 points of dissent from the teachings of the Church to 
the door of Wittenberg Castle church, 
handwritten notice, its significance here lies 
that it is the earliest recorded publicly displayed propaganda 
announcement. Luther charged that the money received from 

going to Rome for the building 
Peter's.

express the aspirations and demands of
Interest-groups make claims and defend privileges against

Their function is essentially to

From the time that writing was first developed as 
instrument of communication, it was used by those in 

power as a symbol of their authority. Important events 
such as the making of laws or declarations of war, were

"politics" 
and reconciling diverse interests within 
then few definitions which have attempted to encapsulate 

"interest-groups" 
in the community and 
their members.

as the art of controlling
Since



not

common

From their debut
press were

i n
an

century.

was

its methods of

was
of

monarchy to make things 
proclamation of 
official seal is on

Whether or not

made official by the very act of being written down and 
stamped with the "official" seal. In European feudal society 
news of such events was usually communicated by messengers 
who carried hand written (and later, printed) copies of 
the original document to read aloud at public gatherings. 
In England these documents were called "proclamations" and 
the hand written format is still used today by the British 

"official". Figure 1 shows the 
the abdication of Edward VIII

a means of mass producing
In Luther's time the Catholic Church was

to the ruler it was

Luther's document began this genre 
of publicly displayed propaganda is unclear, but throughout 
the following century the posting of proclamations, became 
more and more common in Europe, as the medium gladly married 
into the revolutionary technology that would ensure its 
survival for centuries - ie, printing with moeveable type, 

both the proclamation and the printing 
immediately associated with those who held 

positions of power. Indeed the skill of literacy was 
itself an indication of high office during the sixteenth 

The art of writing was the private skill of a 
powerful minority of religious leaders and lay aristocracy. 
It was logical for the ordinary people to equate the skill 
with the power that went with it. To the common people 
the printed proclamation was a kind of visible extension 
of the ruler, 
his authority, 
the strongest political interest group in all of Europe. 
Its laws were enforced in every state and, much to Luther's 
disgust, its methods of taxation were equally pervasive. 
It was mainly through the Church that literacy had survived 
the turmoil of the Dark Ages, and in the Middle Ages literacy 

very much associated with religion. The profound effect 
the printed word has survived to the present day as is 

well illustrated by the common phrase, "I saw it in black 
and white". To the i11iterate in the days of the early printed

in 1936, (the 
showna separate attached sheet, 

in Figure 1, with many more signatures).



in nine
countries on 1476 when i t was

The inherent

to establish a printing press in DublinPowe 11
Powell had worked as a printerhis representatives there.

inin London from 1548-49 and McClintock Dix states that
the 3rd volume of the Acts of

unto Powe 11i s issued fta warrant

1550 . This was more
invent ion .

Ireland since theThe written word had thrived i n
it had been

as
to religious affairs.

the commonwere
type that would resemble

thatt o
t ime. Powe Il's itor

the
i n

Irishin most
over most
1 i terate
first

Although early printers 
esteem for the written

of Northern-European origin 
letterforms of the Irish scribes had evolved into a

and took great pains to make
the letters of a skilled scribe, the letter forms used by

"black letter" "gothic" typefaces were 
(Dutch or German), while the 

local
style from the Roman manuscript style. Nevertheless, 
1550 the English language was established 
towns, and while the Gaelic language was dominant 
of the country manv native Irish aristocrats were

the Privy Council of England 
the printer given him by 

the King's Majestie towardes his setting up in Irelande", 
dated 18th July, 1550. This was more than a century since 
Gu 11 enberg's

political power of 
in England by 1550 when King Edward the VI

proclamations it must have been quite magical, perhaps even 
divine. To rebel against public demands made through 
proclamations was a useful instrument of public control.

than a

the country many native
in English. It is quite significant that Powell's

to serve

coming of Christianity, and as elsewhere 
inextricably linked to the Church, as virtually all writing 
was related

sent one Humphrey

Johannes Guttenberg (1398-1468) a goldsmith from Mainz, 
invented a method of printing with movable type circa 1440. 
Considering the pace of progress in the fifteenth century, 
printing spread rapidly. It had established itself 

the European mainland by 
brought to England by William Caxton (b.1422). 

the printed word had been well demonstrated

very much aware of
word ,

a skilled scribe,
Powell would have been alien the Gaelic Irish of



On
the
had
one

It shows Powell

The standard of

the authority of

rebe11ious , person .

to have been
The first

and
tr i n

a proclamat ion, 
That the first use of

"Bookto print 
(1551). That the first use of the printing 

press in Ireland was aimed at establishing an alternative 
religion, demonstrates that the crucial political 
implications of religion were well known to the aristocracy 
of the sixteenth century.

as a

Only two other proclamations were known 
printed in Ireland in the sixteenth century, 
of these is dated 16th August 1564, and was 
Lord Justice of

16th August 1564, and was issued by the 
Ireland against the rebellious O'Connors, 

the second from 1595 was issued by Queen Elizabeth 
herself "against the Earl of Tyrone and his adherents 
Ulster". it is most unlikely that these were the only 
proclamations published in Ireland in the sixteenth century,

assignment was not
of Common Prayer"

in Ireland was

but a

the design and printing of a
the appearance of

In F igure 2

a printed proclamation in 
Ireland is some eleven years after Powell's arrival, 
the 8th June 1561, (under the reign of Queen Mary), 
Earl of Sussex, Lord Lieutenant General of Ireland, 
Powell print "A PROCLAMACYON" against Shane O'Neill, 
of the most colourful leaders of the Gae1ic-Ir1sh, (Fig. 2). 

to have been an excellent exponent of his 
craft, setting high standards for those who would continue 
after him.

The earliest record of

proclamation was most important because 
the work greatly affected its air of authority.

the Queen is clearly symbolised by her 
seal of office and reinforced by adding the names of twenty- 
six of her representatives . Even Powell's own name adds 
to the officiousness. Another factor is the use of rather
laboured and always stern language, the purpose of which 
was to command respect. In outlawing Shane O'Neill the 
Lord Lieutenant describes him as a "presumtuous, arrogant 
felonious, rebellious, and traitorous"



it i s

of
Two

From 1649 onwards
Oncommon.

Dublin and other civic

the first ofThis was

the seeds of nationalism and republicanism
in Ireland. 1848 andUnsuccessfu1 rebel lions in

rewards
lead t o

leaders. the date that marks the end of1929
Laws with Daniel O'Connell becoming the firstthe Penal

in

i n
the vast majority ofthat

in
In that the

Irishin
Another

the

remained close 
format).

government based 
seats at Westminster.

1798 ,
1967 were followed with proclamations offering 
for information which would lead to the arrest of rebel

few records have survived from that period 
impossible to say how frequently the device was used. 
A few more proclamations
during the early decades of
of these were printed in Kilkenny, where the second printing 

established in Ireland.

"against offences to God's will"

entry to parliament at Westminster.
With many catholics seeking election from that date onwards, 
the competition they posed to the protestant ascendancy 
who had held power in Ireland since Cromwell, resulted 
in keenly fought elections with both factions issuing 
proclamations and elections posters (which up to the late 
1800's remained close in stvle to the old proclamation

but as

a similar vein were printed 
the seventeenth century.

issued a

catholic to secure

were not

press was 
however, proclamations were definitely quite 
the 23rd August of that year Oliver Cromwell 
proclamation calling on the mayor of 
officials to enforce laws

is seen as

style to 
By 1885 it was clear 

catholics and some Irish protestants also, 
favour of being governed from England. In that year 
Irish Par1iamentary Party, which sought Home Rule, (ie 
an Irish government based in Dublin) held 80% of all 

Irish group which issued 
a great number of proclamations towards the end of 
nineteenth century was the Land League, a smal1-farmer's

consciousness of social class and traditional

a steady stream of governmental 
proclamations aimed at the implementation of a variety 
of Puritan Statutes historically referred to as the Penal 
Laws. Due to the hardship and discrimination suffred under 
these laws, 
rivalries reduced considerably amongst Catholics, and by 
the end of the eighteenth century events in France and 
America had sewn



the wordthat

the Irish

oath-bound

into the

1856 , 
revolution.

Many proclamations
"Home Rule

issued proclamations announcing emergency laws and offering 
rewards in an effort to subdue the wave of violence which

the ideas which they 
(ie, se 1 f - 
could only

This view had led

Parne 11 , 
political stability in 
the nineteenth century, 
printing of political propaganda (other 
of occasional books and newspaper and magazine articles, 
which are outside the scope of this study), tended mainly

a secret

resulted from a growing militancy amongst 
peasantry. Though neither the Land League nor the Parlia
mentary Party favoured any use of violence to achieve their 
aims, many Irish people believed that 
had so successfully popularized in Ireland, 
government and land ownership for farmers), 
be achieved through physical force.
to the formation of the Irish Republican Brotherhood in 

society dedicated to armed 
Much rural violence and many unsigned 

proclamations threatening violence, were due to IRB infil
tration in the Land League. Understandably the Irish 
protestant population feared the prospect of being governed 
by a catholic majority Dublin parliament, 
issued by protestant groups carried the slogan 
is Rome Rule", during the 1880's and 1890's, and 
twentieth century. In 1886 the Conservative Party began 
their policy of "killing Home Rule with kindness". The 
economic prosperity that resulted from the many reforms 
and social improvements brought about by that policy, 
coupled with the collapse of the Par 1iamentary Party (caused 
by a scandal over a divorce case involving the party leader, 
C.S. Parnell, in 1890), created a climate of general 

Ireland during the last decade of 
Thus during this period, the 

than in the form

organisation founded in 1879, whose aim is summed up in 
the slogan - "the land of Ireland for the people of Ireland", 
which commonly appeared on their proclamations. It is 
also from Land League proclamations which espoused the 
tactic of non-cooperation with farmers who leased land 
from which another farmer had been evicted, 
Boycott was added to the English language, 
the 1870's and 1880's the British authorities

Th roughou t 
in Ireland



handb ills.

used

con t ro 1

the nineteenth
itself heard

constant

ac t them.

The drastic
reduct ion of in

the

in Dublin at that in London.

/3

a means
Political proclamations, from the very first, were 

in Ireland as a means of communicating messages which
Their use as a means of publicwere essentially political.

is most obvious in proclamations issued through 
the British government, (especially during the Penal Laws), 
as public control is a major aspect of maintaining power. 
The representatives of the crown in Ireland continued to 
used proclamation for this purpose throughout 
century. When opposition to British rule made 
through the medium of the par 1iamentary system with the 
lifting of the Penal Laws, it gave rise to a constant flow 
of proclamations, posters and handbills, from various groups 
dissatisfied with their lot under British government. 
These proclamations were likewise aimed at public control 
for they demanded acceptance of the message they carried 
and often threatened repercuss ions on anyone who did not 

in accordance with them. So too did the proclamations 
issued by interest groups worried by the prospect of catholic 
government equally hoped to succeed as instruments of public 
con t ro 1 .

Ireland after the famine

Obviously with proclamations being commonly used 
by a variety of political interest groups by the 1890's, 
the use of the printing press had become quite widespread 
throughout Ireland. In fact by this time there was a 
printer in almost every town in Ireland, 

the popu1 at ion 
in 1845-46, coupled with the general prosperity of 
British Empire and the policy of "killing Home Rule with 
kindness" had led to considerable prosperity in many parts 
of Ireland by the 1890's. A noticeable result of this 
prosperity according to historian Eamonn MacTomais was 
that there were more comics and papers written and printed 

time, than in London. He refers to the

to occur at election times in the form of posters and



t i eke t s

■ social

cover

the

a

The technological 
study are discussed

progress in printing relvant 
in later chapters.

Through the printing 
newspapers and other related media, 

in 1550) had become

Thomas Directory (a catalogue of British periodicals) 
published in 1917, which lists more than 127 Dublin papers 
and pamphlets covering "every aspect of life and religion" 
during the 1880's and 90's. The main stay of a printer's 
income, especially in small towns, wasearned from printing 
a weekly technological progress since Powell.* This income 
was supplemented by order for posters, handbills, 
for social events and such like. Obviously with so much 
printing taking place the level of literacy was generally 
high and with the popularity of newspapers and other period
icals it is obvious that the printed word had a considerable 

significance. With the lifting of the Penal Laws, 
publishers suffered relatively few restrictions under 
British law, and many newspapers representing various 
political interest groups in Ireland tended to 
political issues in great detail, 
of proclamations, 
printing press (since its introduction 

political device of major importance in Ireland by the 
end of the nineteenth century. These were good conditions 
for which printed propaganda could flourish.

to this
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CHAPTER 2

1898-1948.

It would be incorrect
in

the

the most
Thus an
the propa-

to
political outlooks:

(i) Unionism,

(ii) Nat ionalism.

(iii) Repub 1 lean i sm.

/7

their production.
the case of

POLITICAL INTREST-GROUPS THAT USED PROCLAMATIONS 
AND THEIR DERIVITIVES IN IRELAND,

Nationalists sought self-determination 
through par 1iamentary means.

Republicans advocated complete 
independence from Britain to be achieved 
through physical force if necessary.

Unionists supported British rule in 
Ireland, and held the view that 
prosperity in Ireland would always 
be dependant upon the union with Britain.

Both contexts are

to attempt an overall assessment 
of any print genre either in terms of design and production 
merits and demerits or in terms of its value as part of 
a national heritage, without examining its products in 
context of (i) the purposes for which they were produced, 
and (ii) the social and historical conditions surrounding 

inter-related and in

From a broad perspective of political thought 
prevalent in Ireland from 1898 to 1948, one sees three basic

this study they form the fabric of 
complex and unstable period of Irish history, 
insight into the motives for the publishing of 
ganda which will be examined here can only be obtained 
through knowledge of the aims and objectives of the interest- 
groups that published them, and an awareness of the histor
ical background from which the interest-groups emerged.

Essentially each of these outlook espouses democracy (ie. 
literally, government by the people as a whole rather than 
by any section, class, or interest-group within it), as
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which depended upon British patronage, 
unionists, alarmed at the strong possibility that a Dublin 
government would be established by 1914, signed "Ulster's 
Solemn League and Covenant" (Fig. 4). Through it each 
signatory publicly proclaimed to use "all means which may 
be found necessary to defeat the present conspiracy to set

Ireland". The format of this

Unionists believed that democratic freedom could 
only exist for them so long as 
inhabitants of the "

necessary to defeat 
up a Home Rule parliament 

strikingly close the 1561 proclamation against
O'Neill (on whose lands many of their ancestors had settled). 
Perhaps this proclamation, more than any other, demonstrates 
the social and political power which can be generated through 
this genre of propaganda. Over 400,000 unionists signed 

many in their own blood. Through the "Orange Order" 
in Ulster and the "Irish Unionist Alliance"

"the people" 
United Kingdom of Great Britain and 

Over most of Ireland Unionists were landlords, 
merchants, and members of the middle class and were a tiny 
minority. Most of them were protestant. The "Kullucan 
and Kinnegad Parish Almanack, 1916" (Fig. 3) though one 
of the last examples of overt unionist propaganda in 
south of Ireland, demonstrates the strong link, between 
protestantism and the merchant class, with unionism. 
Included with an address from the local Church of
clergyman and advertisements from local businesses are most 
prominently displayed two photographs of leaders of
British military campaigns during the Great War. Unionists 
were strongest in Ulster, where they included farmers, 
labourers and factory workers, and made up about half the 
population. Ulster unionists not only feared "Rome Rule", 
but feared also for their linen and shipbuilding industries

In 1912 Ulster

the ideal form of government. In Ireland the theory of 
democracy has proved immensely complicated, partly because 
of difficulties in understanding who "the people" are and 
which acts of government are truly theirs.

in the rest
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during the period covered here, 
issued by the rep resentatives of 
in Ireland up 
in the twenty six counties) 
ganda, for they were 
in Ireland and could not

a political party founded 
a printer by trade), in 1905.

into many 
to communicate

or hand-

but as

of Ireland, unionists were well organised 
and regional clubs. Thus they did not need 
their political views to each other through posters 
bills to the same extent as other Irish political factions. 
After the 1895 election when unionists won just one seat 
outside of Ulster (ie. Dublin University) they decided not 
to waste their considerable funds for propaganda on 
convincing catholics of the virtues of the Union, 
F.S.C. Lyons puts it, on "propaganda designed to persuade 
British voters and British politicians that the Union must 
be preserved". Meanwhile southern unionists sought election 
in British constituencies. Thus posters issued by Irish 
unionists represent a mere fraction of those used in Ireland 

Nevertheless proclamations 
the British government 

to 1922 (when the Free State was established 
can be viewed as unionist propa

in themselves symbols of British rule 
exist without the Union.

The contexts of proclamations, 
bills published in the name of parliamentary nationalism 
were often complex and changeable. They appear first in 
the period of this study in 1900 when John Redmond forms 
the Home Rule Party, the rebuilt ruins of the Irish Parlia
mentary Party. Redmond's party was supported by virtually 
everybody in Ireland, (other than unionists), up until 1918. 
The term "nationalism" in the context of Irish history is 
generally associated with the parliamentary tradition and 
the belief that physical force is not an acceptable method 
of solving Ireland's political problems. In 1915 however, 
the Home Rule Party feared that if Irishmen did not help 
Britain win the Great War, the promised Home Rule delayed 
by that war, might be endangered. Figure 5 shows a poster 
that helped recuit over 200,000 Irishmen. As the number 
of fatalities rose to over 60,000 before the end of the 

Irish popular opinion turned strongly against the 
introduction of conscription. The campaign against 
conscription was led by Sinn Fein, 
by Arthur Griffith, (himself
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up
the

in the party.
the partition of 
conditions of

issued many proclamations against Sinn 
in turn used the same propaganda
During the civil war both sides

In 1923 the "Pro-Treaty" faction

"Blueshirts"

a Treaty reached with Britain after 
1919-21 .

This was an

republican at heart, 
were not, and thus Sinn Fein's policy was 
recognise the British monarchy after setting up 
government. Therefore the nationalist tradition 
represented by Sinn Fein up to 1922 when there was a split 

The split resulted from dissatisfaction with 
Ireland into north and south and other

t o con t i nue to

the rebe1s, who 
tool against the British, 
also used proclamations, 
began a new political party to continue the nationalist 

This party called Cumann na nGaedheal and its 
leader was W.T. Costgrave, (Fig. 7). 

very interesting political posters etc, 
it joined with the "Farmers Party" and 
(a short-lived fascist group)

His party advocated non-cooperation with Britain by simply 
setting up an Irish Stat without war. Figure 6 shows a 
poster of which over 5,000 appeared one morning, pasted 
to walls and telegraph poles, all over Dublin, soon after 
war was declared against Germany in 1914. This poster which 
launched Sinn Fein's "anti-conscription pledge" 
to unite all sections of opposition to the Union, is accord
ing to Rickards* probably the earliest anti-draft propaganda 
compaign of its kind. Although Griffith was himself a 

he conceded that most Irish people

to 1933 when

an Irish

the Anglo- 
This war was sparked off by the 

republican factions within Sinn Fein which though in the 
minority, were in practice the more influential sector from 
1919, when Sinn Fein set up a government in Dublin, 
end of the Anglo-Irish war. The row over the treaty clearly 
divided the nationalists and repblicans into "Pro-Treaty" 
and "Anti-Treaty" factions respectively, 
extremely bitter split which resulted in civil war from 
April 1922 to May 1924. During the Anglo-Irish war the 
British authorities
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life afforded Irish republicanism through 

the Emmet centenary is visible in publications of 
newspaper called the "New Ireland Review

(whose writings had a highly influential effect on republican 
politics during the years covered here), wrote
of articles for the centenary arguing that Ireland should

Though never representative of the manority of Irish 
opinion, the republican tradition has been represented by 
more factions than either nationalism or unionism, and

the new

or unionism, 
certainly has a longer history. Due to much overlapping 
of ideals, and involvement of political 

is sometimes difficult

a very

a series

not only have 
every English influence, 
founded a newspaper, the 
organisation called the 
IRB had evolved. Centenary posters were printed and sold 

commercial basis, (Fig. 8). A number of inspired young 
into the IRB and reorganise it. By 

to such an extent that the new

interest groups, 
to distinguish republicans from 

The most obvious characteristic differences

a s i zeab1e

from which the

began to filter
1916 the ranks had grown 

leadership were confidently planning a rebellion.

was the as the

that republicans have traditionally a strong 
tendancy towards militancy and (like unionists) an aversion 
to political compromise. In 1898 the Emmet centenary revived 

in the history of Irish republicanism, 
low ebb since the ceassation of

"United Irishman"

the land agitation
1880's and by 1898 only one organisation existed 

which advocated complete independence from Britain.
Irish Republican Brotherhood (also known

Fenians). The IRB was

in the

it should renounce
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Other political interest groups which used this form 
of propaganda were (i) the "Labour Party" founded 1912, 
which represented the trade unions and did not wish to become 

the republican versus nationalist conflicts, 
Clann na Poblachta" founded 1948, which was made

these armies that

It was set up to counter the possibility of 
revoking their promise of Home Rule, thus the majority of 
its men were nationalists at heart and followed Redmond's

1916, and subsequently to the 
formation of the Irish Republican Army (which in one form 
or another has represented extreme Irish republicanism ever 
since). The I.R.A. published many interesting and important 
proclamations and posters. Arguably the most extreme face 
of repub 1icanism between 1898 and 1948 was Cumann na mBan 
(the women's army), who were unanimously opposed to the 
Treaty after the Anglo-Irish war. They too issued proclam
ations and posters. Following the Treaty split, the 
republican faction formed a new Sinn Fein party which 
turn split in 1926 when Eamonn de Valera (the senior survivor 
of the 1916 rising, and president of 
government) convinced a sizeable section of it that a thirty- 

unpartitioned republic could only be achievedtwo county,
through the Irish parliament (or Dail), 
the Treaty. De Valera formed the Fianna Fail party which 

the present day claim to represent the republican
They grew to be the largest political party 

in Ireland and formed a government in 1932 (Fig. 9) which 
held power continuously up to 1948.

in 1913.

Though the IRB do not seem to have issued posters during 
this period, two other armies with which they were later 
to unite, did. The Irish Citizen Army was founded by trade 
unionists to protect Dublin workers during a six month 

when employers tried to destroy trade unions 
The Irish Volunteers was also founded in 1913.
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through the publications of cultural 
theoretically apolitical. The 
1893 to preserve and spread the 

immensely successful and gave rise to 
Irish and to the revival of decor

endeavour
self-determination,

"the Irish people?".
find the answer.

a woman as

The GAA was an
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up of republicans who despaired of ending partition by force 
and also others who hoped to improve social conditions, 
(Fig. 10). The founding of Clann na Poblachta made it 
possible for a coalition to form a government and break 
Fianna Fail's monopoly on power. It was due to pressure 
from Clann na Poblachta within that coalition that led to

Another important movement was 
founded in 1884 to encourage native sports, 
a considerable amount of anti-English racism, 
is sometimes evident in Irish political proclamations, 

important recruiting ground for the IRB.
A substantial amount of visual imagery was also generated 
through the Anglo-Irish literary revival, which developed 
Irish literature in the English language. Figure 11 shows 
a poster that was directly inspired by Sean O'Casey's play 
"The Shadow of a Gunman", and in Figure 12, Ireland is 
symbolically personified as a woman as it was 
play Cathleen Ni Houlihan. The Anglo Irish literary revival, 
the Gaelic League and G.A.A. were the products of a cultural 
revolution in Ireland which evolved from the political 

to establish the right of the Irish people to 
which in turn posed the question: what 

The cultural revolution was an

The visual imagery which was used in nationalist 
and republican propaganda was highly influenced by symbolism 
which became popularized 
organisations that where 
Gaelic League founded in 
Irish language was 
countless publications in 

"Celtic" design. The majority of those who fought 
in the Easter Rising were members of the Gaelic League.

the Gaelic Athletic Association, 
It fostered

the declaration of an Irish Republic in 1948.

Finally, this chapter would have failed to properly 
for the subject matter of this thesis without



some allusion to the Catholic Church. the Church hasThat

that until
it no

lies

the Church".

Nevertheless

13 whichone

it

groups.

1948 ,
i n

I ng 1i sh, 
and others ,

Its power, 
"limit what

- the pulpit
but it has

"The vast

been continuously a powerful political interest group is 
evidenced by the fact that until the passing of the 1985 
"Family Planning Act" no legislation opposed by the hierarchy 
had succeeded in becoming law. Its power, according to 

in its ability to "limit what its members, 
do and say to what falls within the rules and 

regulations of the Church". Inglis also says: 
majority of Irish politicians and civil servants have been 
formed and educated by the Catholic Church and, consequently, 
have limited legislation in matters that fall within the 
general ethos of the Church's teachings".
the Church has always exercised caution in openly showing 
support for, or opposition to, any of the interest groups 
discussed in this chapter. Whether under British rule or 
during the years of the "Free State",the Church has remained 
the supreme diplomat of Irish politics. Dr. Noel Browne 

"the hierarchy had become the factual 
all important social and economic 
If one looks at Figure

of Sinn Fein's anti-conscription 
to believe Dr. Browne's assertion. It

maintains that by 1950 
instrument of government on 
policies in the Republic", 
demonstrates the success
pledge, it is easy 
shows the political leaders of republicanism, nationalism 
and trade unionism, all placed below two princes of the 
Church and the seminary of Maynooth. Very rarely does the 
Church issue any form of printed proclamation, 
has proved a more efficient political device, 
often voiced its opinion through the political proclamations 
of other interest

The political interest groups discussed in this 
chapter form the substance of Irish history from 1898 to 

and the proclamations, posters and handbills, etc, 
which they issued were part of the weaponary they used 
attempting to promote their aims and conserve their interests.
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BARRON JOSEPH (National Teacher)

JACK (Brewery Employee)
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CUMNi NA POBLACHTA
DUBLIN SOUTH CENTRAL CONSTITUENCY

I. Elimination of Jobbery, Political preferment and Corruption from public life.

A Social and economic system based on Christian principles.

A Comprehensive Social Insurance scheme on the basis of the Plan drawn 
up by Most Rev. Dr. Dignan, Bishop of Clonfcrt.

Full Employment for full production by the equation of Currency and Credit 
to the nation's needs.

Nationally-financed Non-profit-making Building programme for the provision 
of decent houses for all citizens, and the abolition of slums.

Immediate reduction in cost of living achieved by subsidising the production 
of essential foodstuffs.

Provision of Sanatoria and facilities for post-sanatoria care for those afflicted 
by tuberculosis.

Free primary, secondary and University Education for all the children of the 
Nation fitted to avail of it. The raising of the school-leaving age to 16.

Freedom and Independence for all Ireland as a Democratic Republic.

BRADY
LEHANE

VOTE FOR THEM IN THE ORDER OF YOUR CHOICE

CON (Solicitor)
Vice-Chairman. Nat. Executive 

Clann na Poblachta
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in THE TRADITIONAL PROCLAMATIONm theEven

The word as heading.

M
M
M

Bl
(B

'above'The royal seal was placed the heading.IB (i)
The headings were usually one of three:(ii)
(a)

law,(b)

IB
IB

(i)
(ii)
(iii)
(iv)
(v)
(vi)
(vii)

"PROCLAMATION"

"God save the Queen/King". 
signature.

in Humphrey Powell's proclamations some of 
conventions which became standard practice throughout the 
eighteenth and nineteenth centuries are apparent. Most 
obvious of these characteristics are:

The royal seal.
The large initial of the first paragraph.
1The use of paragraphs.
The slogan
The use of
The printer's imprint, (though 
of most proclamations, it was often neglected and 
certainly declined in significance as printers became 
more common)

a standard element

"PROCLAMATION"; this was a general declaration, 
and usually signified power from the throne.
"ORDER"; this usually meant an emergency 
through military authority.

The proclamation issued by Lord Ivor Churchill Baron Wimborne 
declaring martial law throughout Ireland in 1916 (Fig. 14) 
is a direct descendant of that issued by the Earl of Sussex 
in 1561, (Fig. 2). A comparison of the two clearly demon
strates the strong tradition of this print genre in Ireland. 
Both were issued by men who hold the same political office, 
that of Lord Lieutenant, an authority which like the style 
of language used, had changed little in more than three 
and a half centuries. The changes which evolved to form 
the standard format are relatively slight:
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with or
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swan
does not

1916

in

in aset
proclamation

the Maxwel1
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Divisions such as paragraphs, 
had become more obvious (as

sections and sub-sections, 
in Figure 15.)

to give weight
The man floating down

"NOTICE"

the sixteenth century, 
This was arguably achieved at 
any aesthetic values in 
co i nc iden ta1

me"

as a

Although the format had only slightly changed since 
the typography had become more legible, 

the expense of beauty, but 
th traditional proclamation were 

to their function which was

; was used for less important general 
public information.

Generally the first paragraph began with the word 
"WHEREAS", the "W" as a large initial and the rest 
of the word in capitals, or alternatively it began 

"By virtue of the powers vested in me 
"In exercise of the powers conferred upon i

Royal proclamations always took the format shown
Figure 4, however those issued through other agencies 

of British rule varied slightly in style. Printers took 
pains to create a style appropriate to the issuer, and this 
was achieved through quite subtle typographic treatment. 
The elongated capitals and the generous spacing of the text 

simple dignified Roman typeface, give the Wimborne 
a noble appearance suit to its regal origins.

Likewise the bold officious, and somewhat intimidating 
typographic treatment of the Maxwell "Order" is quite approp
riately militaristic. In both cases the style of design

to the authority of those in power.
a river on the back of a swan in the beautiful large initial 
in Figure 1, does not lend the same strength of power as 
the bold angularity of the type in General Maxwell's 
"ORDER", (Fig. 15.

"God save the Queen/King" 
signature.

Just one signature became the norm.
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"NOTICE"
"PROCLAMATION", 
con sequen t i a 1 . 
a week after that

"a

as a

It was not only official government bodies that used 
the traditional proclamations format, it also had its 
exponents among interest groups opposed to British rule 
in Ireland. The very issuing of one such proclamation had 
greater consequences on the course of modrern Irish history 
than any other political act in this century, (Fig. 18). 
The conflicts which resulted with the printing of that proc
lamation have given rise to the production of most of images 
discussed in this study. Its visual printed form has become 
so strong a symbol of Irish independence that 
to in Ireland simply as "the proclamation". It was printed 
hurriedly the day before the 1916 Easter Rising broke out 
in Dublin. Despite its subsequent fame it was to, (according 
to F.S.L. Lyons) "a sparse and almost completely uncompre
hending audience", that P.H. Pearse proclaimed the " 
Republic as a Sovereign Independent State", 
day an attempt to explain what was 
through the publishing of the "Irish War News" (excerpt 
in Figure 19), which was itself in format a hybrid of 
proclamation handbill and the newspaper, as it was 

single folded sheet and was sold, priced one penny.

is rather classical, a feature which adds to their power 
of authority. Political proclamations issued to deal with 
less prestigeous problems of public control were appropriately 
less pretentious in both style of language and typographic 
treatment, though the basic traditional format was almost 
always adhered to. In Figure 16 the royal seal is replaced 
with the name of the governmental agency responsible for 
the particular problem - in this case the planting of 
potatoes to avert a possible food shortage. As a heading 

has none of the pomposity inherent in 
and likewise the text is appreciably less 
The notice in Figure 17 was circulated just 

in Figure 16 demonstrating that this was 
a standard and frequent means of governmental communication 
and con t ro 1 .

The foilow i ng 
taking place was made

Irish War News"
itself
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second proclamation was
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"Poblacht na hEireann"

pressure.
"the heat of

During Easter week 1916 a 
pulled from the same printing press (Fig. 20). 

that week the format is slightly 
"Poblacht na hEireann"

its front page heading itJudging from the type used in 
probably originated from the same printshop as 
proclamation". It firmly acknowledges the contribution 
of political proclamations to Irish history when it states: 
"The Irish Republic was proclaimed by a poster, which was 
prominently displayed in Dublin".

From a design point of view the 1916 Easter week 
proclamation successfully uses 
boldy replace the traditional royal seal, and the heading 
visually serves to replace the word "proclamation" which, 
because of its "royal" connotations, would have been inapprop- 

The typographic treatment of the heading and the 
of multipal signatures is ironically reminiscent of 

Humphrey Powell's format.

the general confusion of 
different from the first proclamation.

used at all and the arrangement of type in the heading 
in the first proclamation. This time

is only one signature. Understandably, this 
proclamation shows signs of having been produced under 

Maurice Rickards points out that in typographic 
is often most poignantly 

In the Irish proclamations, perhaps above all 
comes through unmistakably."

is less clear than

The language used in the text of these proclamations 
is also noteworthy as having a style of its own, 
mainly to Pearse, but also probably to MacDonagh and Connolly 

the case of the first one. "From whichever side of the 
or military fence the Pearse manifestoes are viewed" 

"their central core of courage and conviction
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styles, though new
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the roots of all official
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Despite this
Free State

the use of words like 
standard feature of

"FOGRA"

like a product of 
Appeal (Fig. 22) has likewise no design format 
of symbolism to differentiate it from opposition propaganda. 
Differentiation could only be made through the content of

headings such
s ign i f leant 1 y 
could be used as

si ight innovat ion, 
government proclamations continued to lie

The only noticeable progress toward a national 
for official proclamations had been 

"Poblacht na hEireann

Dissatisfaction with the 
determination, but 
in civil war.

style 
the use of gaelic in

" (Fig. 18), and more 
(Fig. 23) which 

Irish proclamations.

type of Commander
(Fig. 21) at first glance 

the American wild-west. Dan Breen's

treaty which restored self- 
so doing partitioned Ireland, resulted 

With both sides claiming the legal right 
to govern, there was a national identity crisis. 
Simultaneously the redundancy of the symbolism and visual 
trappings of British rule brought with it the responsibility 
of establishing a corporate identity for all the new State. 
Due to the traditionally sorry state of the visual arts 

Ireland and the general lack of 
little there was to draw from our visual heritage, 

this difficulty was made well nigh impossible by the acute 
scarcity of skilled artists and designers, and moreover 
by the general ignorance of the importance of visual aspects 
of national identity. As regards the proclamations, broad
sheets and pictorial posters issued by the nationalists 
and republicans we shall see there were no serious attempts 
to achieve recognisably individual 
symbolism did emerge.

Rather than achieving anything close to an Irish 
style or format for proclamations, the most the printers 
could achieve was making them not look British. The thick 
border and the so called "Egyptian" 

"OFFER OF AMNESTY"
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the traditional format imported from London 
That the old format had aged 
iveness .

at a

This point 
first election posters (Fig. 24). At first glance 
quite amazing that the name of De Valera's new party is 
given no prominence whatsoever, yet the choice of format 
and style of text reveals a keen understanding of the nature 
of propaganda in Irish politics. Considering the political 
tensions prevalent in 1927, the modest gentle typography 
exploits the format to perfectly set the tone of the text. 
The

so long ago.
so well is proof of its effect- 

Notwithstanding its seeming staid rigidity it 
proved a most flexible political device. Its continued 
popularity in the Free State, at a time when the reproduction 
of imagery was within the technical capability of most 
printers, surely establishes its stature as a major element 
of Ireland's visual communications heritage.

inclusion of any symbolism or imagery would most probably 
adversely affect the credibility of the textual earnestness.

is well demonstrated in

No synopsis of the use of
Irish propaganda would be complete without 
to the use of "counter proclamations", a direct 

This form of propaganda was 
an excellent vehicle for polemics and rhetoric, and was 
often the most articulate voice of opposition to British 

During the Great War this tactic was in large measure 
responsible for turning public opinion against conscription 
in Ireland. The colourful language in Figure 25 lends itself 

to the traditional format which is meticulously executed 
the extent of using a fictitious printer's imprint.

The style of the proclamation issued by the Minister for 
Justice in 1931 (Fig. 26) shows how closely the new Free 

administration embraced the traditions of the former 
a point which is reiterated cheekily in



their
as

itself.

In proclamation and, (albeit in jest) counter- 
proclamations alike, the phraseology always aspires to 
"legalize" the content of the test. They exude a fulsome 
sense of their own justification, establishing their status, 
qualifications and antecedends as a means of justification 
for the declaration itself. The origins of the proclamation 
are, as Rickards points out, "close to the origins of law, 
order, government and the hierarchy of power". In Ireland 
they have certainly been visual expression of strong social 
and historical forces.
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In vi« w "f tin possibility of a shortage of food in consequence of a 
prolongation of the War. th-- Congested Districts Board have decided 
to < if- r p «tions of • ac h of the grass farms in their possession for the 
growth of potatoes during the year 1917. under con-aero lettings.

Land which the Board expect to distribute before the 31st 
March. 1917. will not be let for con-acre.

Occupiers of holdings exceeding £7 Poor Law Valuation or 
member, of tii-ir families residing with them on the- holding or 
-Is-whr-r-. ii-- h iv- not arranged to have at least one-fifth of the 
arable noiti-'-n of itf ir own holdings under cultivation, will not be 
< Jigible fur ' on-ncre on any of the Board's larinfi.

On ar,-I alter Monday, the 8th instant, eligible applicants for land 
-botild at’-- 'vi -,-n any of th- Board’s farms on which they ck-sirc to rent 
con .'cm. and make agreements with the Board's herd as to the land 
to b- cropped by th- m on th- terms stated in the agreement which 
J.-.is Been supplied t<> the herds.

J. R. O BRIEN.

CONGESTED DISTRICTS BOARD FOR IRELAND. 

motice. wra 
Con-acre Lettings oe Congested Districts 

Saar-i Farias.

: ■ '■ ■■■■ 

------■■■■• - - - . 

"I-l".; -■ ■ '■ ■■■■ ...- .1 •

I1 1 u r»-«f 

r ■■■■'■'1 '■; . f-FM y.;nl 

f ■■■
... .... ..

■;a.OO 
' ' ■ H=s

K- OBRLSN.
i ■................................ ............ ,

POBLACHT MJL H KIRBANN.
.The Provisional Government of the 

IRISH REPUBLIC
TO THE PEOPLE OF IRELAND.

IRISHMEN AND IRISHWOMEN: In the name of God and of the 
dtad generations from which she receives her old tradition of nationhood, 
Ireland, through us, summons her children to her flag and strikes for her 
freedom.

Having organised and trained her manhood through her secret 
revolutionary organisation, the Irish Republican Brotherhood, and through 
her open military organisations, the Irish Volunteers and the Irish Citizen 
Army, having patiently perfected her discipline, having resolutely waned 
for the right moment to reveal itself, she now seizes that moment, and, 
supported by her exiled children in America and by gallant allies tn 
Europe, but relying in the first on her own itiength, see strikes in full 
confidence of victory.

We declare the right of the people of Ireland to the ownership of 
Irehms. aud to the unfettered control of Irish destinies, to he sovereign 
and indefeasible. The long usurpation of that right by a foreign people 
and government has net extinguished the right, nor can it ever be 
extinguished except by the destruction of the Irish people. In every 
Rrneraiir.ii the Irish people have asserted their right to national freedom 
and suvcirigoiy; <ix times doling the past three hundred year* they hare 
antrt.-J n m arms. Standing on that fun-iainent.il right and*again 
H; ..d.'.g ,( in .inns iu the face of the world, we hereby proclaim the 
Ifi-ii Republic as a Sovereign Independent State, and we plmige our live* 
•iiid tbe Jiv-. j of our comrades-in-arms to the cause of its freed;.®, of it.' 

an i of its exaltation among the nationi.
Tbe f:i b Republic is entitled t-c and hereby claim*, the altgiaiKe of 

rv. ry Irishman and Irishwoman. The Republic guarantees religraui an.i 
Cinfid’crtv, equal tights ami equal epponumiir* io ail its citizens, and 
dn-darcsiti fri-he to pursue the hiptancss .n;J prosperity of tue whale 
nation and - •( all tts pacts, cherishing afl the ckuldien uf the natiuneq-<By. 
and .»!itivi-;-.i« of the differences cat chilly fostered by ao alien gowratRcm, 
which have divided a minority ficm the majority in the post

Until our arm* have brought the oppartuoe moment tor the cvuhhsh- 
rnrnt of a iwrmaneut Natmaal GmtromctU, repieseoOtivc of the whole 
premie of Ireland and eleered by the suffrage* of all h-r mtn and wotisca 
<hP Provisional Goremment. hereby constirated, well adnuouwr the civil 
and militaiy afiaiw of th« Republic tn truA for the people.

Wr place the cause ul the lisah Republic wx-ter ti*c proiecttce the 
Moot Hixb Gnd, Wbc-se Ueaucg we mvoit-r upon ««r arm*, and w« pf«> 
that no eno who that cmiae will diifenwar rt by ‘ wwaidi^e, 
inhiffluftity. * rapioe. Jn tfo» u-pr«o. hour <M h -biiuuxi «■«. by«• 
«iour and d-fr.^.ne *a-d by eMtma* o< rt» **.>*”• »
^lemseke* tor «h* cmnmuo prwve tUetf worthy cd the a<Mt dectrny 
.o il«» cull*!.

Emssu,.

iainent.il


IRISH WAR NEWS.

STOP PRESS!

THE IRISH REPUBLIC.
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men from Kildare and Fingall 
reported in Dnblin.

—❖❖—(Irish) “War News” is published to-daybecaase a 
momentous thing has happened. The Irish Republic 
has been declared in Dublin, and a Revisions! 
Government has been to administer its
affairs. The following hare been named as the 
Provisional Government.

Thomas J. Oarke.
Sean Mac Earmada
P. H. Pears- 
James Comply. 
Thomas Maponagh. 
Eamonn Ctftr.t. 
Joseph Plui^t.

-tie Irish Republic wa£ ■Tdoclaimed by a potter, 
which was prominently displayed in Dublin.

At 9.30 a.m, this morning the following state- 
ment was made by Commandent-General, P. H. 
Pearse :—

The Irish Republic was proclaimed in Dublin 
on Easter Monday, 24th April, at 12 noon. 
Simultaneously with the issue of the proclamation 
of the Provisional Government the Dublin Division 
of the Army of the Republic, including the Irish 
Volunteers, Citizen Army, Hibernian Rifles, and 
other bodies, occupied dominating points in *’ 
city. The G.P.O. was seized at 12 noon, 
Castle was attacked at the same

the 
the 

moment, and 
hortly afterwards the Four Courts were occupied.

4'he Irish troops hold the City Hall and dominate 
the Castle. Attacks were immediately commenced 
by the British forces and were everywhere repulsed. 
At the momant of writing this report, (9.30 a.m., 
Tuesday) the Republican forces hold all their 
positions and the British forces have nowhere 
broken through. There has been heavy and 
continouus fighting for nearly 24 hours, the 
casualties of the enemy being much more numerous 
than those op the Republican side. The Republican 
forces everywhere are fighting with splendid 
gallantry. The populace of Dublin are plainly 
with the Republic, and the officers and men are 
everywhere cheered as they march through the 
streets. The whole centre of the city is in the 
bands of the Republic, whose flag flies from the 
G.P.O.

Commaudent General P. H. Pearse is com
manding in chief of the Army of the Republic and

is President of the Provisional Government 
Commaudent General James Connolly is com
manding the Dublin districts. Communication 
with the country is largely cut, but repo'rts to 
hand show that the country is rising, and bodies of 

’ have already
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citizen* of Dul 
"CoEnSyTb be free brill g 
to eh* Irish Republic. , '

, ________ ________ _______ _ ______ „____________  ttS2
t3SC3t3''i®’©ppo3e the advance oT the British troop*. The British 
treats have been firing on oar women and on our Red Crocs. 
On the ether hand, Irish R^g mpnts in the British Array have 
refused to act against their fellow coin 

The Provisional Government h< 
which aeaaa the vast bulk of 
ewdar end self-restraint. 'SueUcsttog a* baaalready occ 
tea been done by hangers-oa of the British Army, Ireland must 
keep bgpifew honour unsmirched, i

We have lived to see ao- Iri^h Republic rpradhintod. May 
,we live to establish it firmly,' fend may qdr children, and our 
children's children enjoy- the tefc-Jaesn.flti'd pipspsrity which 
freedom will bring. - / w •

- Signed ca 1

. ■ • •■ .............

The Provisional ^kwemment
'*• I.. TO THE ...

CITIZENS OF DUBLIN
Tho Provisional Government at the Irish Republic Salutes 

the Cinsnrs or Doans oa tfca ErscsoBtous occasion of Sie 
proefeffiotion of a

‘ Independent IrkSi - State
Gow la course of being established by Irishmen in Ansa.

. The Republican forces bold the lines taken up at Twaive 
oese ca Easter Monday, and ozKshere, despite fierce srt^'Jdsiapt 
ccjrfeucus attack* of the British j troops, have the lines bcdSfi 
bfetea tteaiish. The country tsTieiag in answer to DtsMhrtl 
.call, and the final achievement a^^Veland’s freedom is now, ctssr 

■ GckTb help, only a matter-of S^yi The valour, self sacrifice,- 
aad discipline of Irish men and tv^ncn are about to win for oitS 
country a glorious place among tif narfon*.

Ireland's honour has already then redeemed; it retrains to 
vindicate herjwisdom and her ssSf-tfesSrol.

>AH citizens of DubHy who Jsafeje in the right-of their 
T CotnSyTd be free Gill giS^&eiraussgteic^ at^l thris^teyal

to &* Irish Republic. , There a work for everyone: for the men 
in g5e fighting line, and tor the feerhen in the provision of food 
acd .Gast aid. Every Irishman apd Irhtiwcmab worthy of rhe 
esses erill come forward to.help.thbir common country in this her 
supreme tear. ’

Api«-b*died Citizens can. help bv bail ding barricades io 
oere-sar'&s>cppose the advance oT the British troop*. The Bri 
tresja have been firing on car women and on our Red Cross,

— — J f —1-L Vi A - ' k. — —

refused to act against their fellov Countrymen.
The Provisional Government hones that it*-csjyertezs— 

which seaas the vast bulk of the people of Dublin—wiH preserve 
«^der and sslf-rc-atraint' aa Jim•already occurred
tea been done by hangers-on of the Bntldi Army. ;£se’aad i—— 
hasp hw^ew honour unsraircted. j •.

,we live to establish it firmly, hod may qdr'children, and

-in j

Gsvcrnmeat
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Drastic penalties will also be inflicted upon any person
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This .twice includes iiKiubtrs uf free Siale Defence Committees, 
louis, " National " Reserves, and all oilier persons aiding or 
aliening the enemy as aforesaid.
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Dan Preen s Appeal
D.BREEN’S APPEAL TO HIS OLD COMRADES 

NOW IN THE FREE STATE ARMY.

/7y . Z4 .

Niilivf f- h.rj.y given that the death penalty will be 
iufluitd upon any pc-r^in or p.-r>ou< found guilty of conveying 
nr uiKul.'iting or aiding a :d abetting in the conveyance or cin 
cuLilion of information to th.- free State forces or to any 
member or official of its usurping Government, where such 
information may lead to ;

THE DEATH
THE WOUNDING
CAPTURE OF ANY MEMBER OF THE 

REPUBLICAN FORCES, THEIR GOV
ERNMENT OR LOYAL ADHERENTS.

J

*

* 

*

BP
na h-l:ireann

H I Pt Bl ICAN XRMV

TO THE > ' 1 KELAND
:f. p,?;.! ianna Fail 

. K$i;it of Us Ideals It Is

if returned In a in:'i:il- 
with power. it I•■•i- ■ 1,1 
Is lint InWIiil’alil'!'

(I ) Bearing in mind thf; acceptance by Liam Deasy of an 
immediate and uuccnTitional surrender of all arms and men. and 

’^cGA’2<, tho :<< •?:>. dictating to him that^icceptanca must 
weigh also with rachy Icadeis. and many of the tank and file, who 
have found thenjy-i-n-d atop u.y step into a destruction that 
they never inu-u-Jo bwhich hn? been the sequel of the line of 
policy adopted ‘.-e.---.. to whan* they looked for leadership.

henera! Headquarter* Dvf'Hn.
-''"ifi 's-.'s cinhcr 192 2.

These are our coiwit ii>iii\ i i-iun.i loll was founded in the 
belief Hull the ii-ilioihil iiiMiii- h of tin. people would ulilmaiviv 
osm rt tin inM-hcs. H tin 1 ••,>:<? give us <> moJorlly we will In? 
the faithful <|uor<ll.«iv- of Uwflf Inlet •• Ms.

I I I 
ig
I

or persons found guilty of conveying or circulating or aiding 
and abetting in (he conveyance or circulation of information 
which may lead to (lie raiding for. or capture of. any arms, 
munitions or documents, Hie property of the Republican forces 
or their Government.

n and entrusted 
/Tn T
n- im'.i »nal Idealism.

. .. . . j sudden re'.olu-
Tin-:m.''r ’' to rreifil us
ilmi.iry iipf' ■ -• 1 ■' " \ V ' .n.nic We. do not: sxr—
~ ■ =;= 

Involve llvlr mH) I - m-r.-ri ll.- “ * ulien
Into the fullest i -'-wilurtlon.
The stubborn political ’ 1 ■ fo'^ aie of necessity the 
base from which any s u ssful t Ivance must be madi. ro 
Ignore tix m would b<- to • ourt <!• P al. A nation cannot inarch 
on an empty Muims-b. Our (list and most strenuous effort 
must aifiinliinjly be W •> repairing the present economic 
ruin, bane cni.it.mi! Mint "fillailiievrineiit aie necessary to 
r.store Hie old confident' I'nily in the notional ranks will 
quickly follow .uni with It will - uine b.it k the old spirit of national 
uiurage ami sell reliance.

BY OUIH.W

Comrades,
ARE YOU AWARE that you are lighting against the 

Republic that you fought to establish in 1916. and that was 
maintained and is going io be mainiained?

ARE YOU AWARE that England tried to disestablish, the 
Republic through a reign of Blacl.-, .-.nd 1 an terror?

ARE YOU AW’ARE (hat she is nor.’ wing the so-called 
Provisional Govermneut to trv where she railed?

ARE YOU AWARE that YOU are the Black and Tans 
of 1.0-dayi the wdv difference is (he .rmfonii?

ARE'YOU AWARE that the death of CATHAL 
BB.UGEA is a damnable and eternal stain onffhe uni- 

form? .
ARE YOU AWARE that CATHAL BRUGHA died as 

a ... comrade, SEAKTREAGY. died’- no surrender to

KeP„:.hc. Iwt 1 failed bemuse your seclion took orders from

Will you again stand will, me as my comrades m arms, or yo 
continue to fight with England agamsl me.

(2) NOTICE T.-: iiKKSBY G3VEN thai with view to 
facilitating avc.L . ioc.j thr; Govcrninpnt, piopiuerl to 
offer amnesty t.; i; jOnr;. in the Government
Who. on Oi befr .; J:-i.-fav ISifc. Fvfcrutuy. 1923. snrrenGer wUh 
arms to any Oh-cei .-,i ;h... JSaliQH.d Forces oj through r.ny 
intermediary, •_ . •

Risteesr^ CJ :' GcncraS,
‘ Cpimu-andei-hjChicf.

Dublin.
• J.- . . t ; •.’■■-

Sth February, 1923.

H HO »J // UH
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PROCLAMATION!
Dy GHO58QE V., King of England

To Our Faithful Irish Subjects,
We are at present engaged in war With Our first cousin, 

the Emperor of Germany. We hate the Germans, because 
Our father, Our grandfather, Our grandmother, and all our 
.n etstars were Germans, and every sensible man now-a-days 
I ales his ancestors !

YOU, ALSO. OUR BRAVE IRISH, HAD ANCESTORS 
th x d-thirsty rebels, who wanted to own Ireland for themselves, 
and be separated from Our Glorious Empire ; but our predecessors 
on the Throne of England (who were all Geimans by birth o rby 
descent) got rid of these narrow-minded savage ancestors of 
yours. They Hogged, hanged, and burned them in ’98. They 
starved them in ’48, and brought the food across to feed our 
Free-born Britons (for Ireland was England's larder then as now). 
Thcv shipped a few millions o survived the Famine out in 
Coffin-ships across the Atlantic, and most of them were thrown 
overboard, and their bones lie whitening at the bottom "of the 
ocean. A few weeks ago, in- Dublin, We managed, with the 
aid of Our Own Scottish Bort s, to let all who had any re- 
colkction of ancestors left, know that We were prepared to clear 
them out root and branch, and to spare neither women nor children 
in the clearance.

NOW, OUR BRAVE IRISH, We know you don’t want to ’ . 
be reminded that these men were your ancestors, anymore than 
Our Royal Self do that We an- German by blood. '

WE WANT MEN TO FIGHT THESE GERMANS) and 
We know from history’ that the Irish are a Fighting Race. A 
large number of your Countrymen l ave been sent to the Front 
to fight the Germans. THE MOST OF THEM HAVE 
BEEN KILLED, BUT THEY DIED NOBLY FIGHTING FOR 
US AND OUR EMPIRE. Wo want more to fill their places, 
and ONLY IRISHMEN WILL GET THE POST OF HONOR. 
Como and volunteer for the Armv at once and We will arrange 
that you will be sent to the Front and Killed ; if you are not 
killed, when you are no longer of any use for fighting, Remember 
the British Laws—the Poor Laws—have provided for your up
keep in the Workhouses of Ireland.

Remember the’Empire comes first and the Poorhouse after, 
if yon surviye the War. GEORGE R.l. '

. GOD SAVE THE KING 
•- •GAi-n ft ryH-itN. Ai.iniKsncn-.

F< 9 - 2-5.
(7

5,000,000 • I 14
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KENNEY

GOD SAVE THE KING!

4 2.

»<a N-io-aitisr. i&jj.

• (, JAMES FITZCJERAl.b-KENNEY, Minister for 
Justice, in exercise of the powers coiiRrrrrf on io- 
bi sub-scclion (2) of Sediou :M of Arifeij «.\ ;>< 
Constitution <f0 hereby prohibit the holelog !
lime on Tuesday. Hi? JOth oi.. , :k;<.- I
or on any oilier day svobs- iblv. ... ‘i
»ny place so the City >>; of tim ?-;y; • '
proposed to tie.held o. v . .5i i; ;i;r ;VJ;. 
imperialist League at y. ,...,
evening oo tiasPpy. !hl> )Wi ... V;.;.,

I JAMES FITZGERALD-KENNEY, Minister for 
Justice in exercise of the powers conferred on me by 
sub-section 2 section 98 of Article 2aof the Constitution 
(Amendment No. 17) Act do hereby order, all loyal 
citizens of the Irish Free State to take active part 
in the Procession and Commemoration organised by 
by the British Legion, on Wednesday, he 11th day 
of November, 1931, in thanksgiving for the favours 
received by our country from England all through 
the centuries and particularly for the blessings of 
peace and prosperity at present enjoyed by this 
faithful Dominion of the great British Empire.
All loyal citizens w 11 rally to the call of the Empire 
which is being severely threatened by foreign and 
domestic foes.

JAMES FITZ-GERALD

Government Buddings. Dublin 
10th November, 1931,

PWBffli



CHAPTER 4

LETTERPRESS BROADSHEETS

INTRODUCTION

M process .

M LENGTHY TEXT FORMATS DIMINISH AS SLOGANS PROLIFERATE

the needsnumerous
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Modern
are
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styles to suit 
interest groups, there was

the same

"proclamat ion"
"broadsheet"the term

as the use of

Countless books have been published about posters 
which used illustration, but the history of purely typo
graphic posters, in particular that of the letterpress 
broadsheet, has been largely ignored by historians of art 
and design. The letterpress broadsheets evolved from the 
early proclamations and are unquestionably part of 
tradition. This chapter deals with the influences that 
brought about changes of format from the proclamation style 
and within the broadsheet style, and also examines the 
technological and design background of the letterpress

During the evolutionary period when printing was 
still getting into its stride, the tendency was to impress 
the rank and file with wordiness, but as the traditional 
proclamation branched into 
of the ever growing variety of 

compromise between wordiness and impact which resulted 
in brevity. Adherence to the old conventions of format 

less and less rigid and 
became the exception rather than the rule, 

was applied to most printed posters.

the emphasis moved away from text 
more and more as the slogan increased in importance, 
political slogans such as the common "VOTE FOR" are the 
ancesters of the original "God Save the King/Queen". 
competitive situations such as elections, the brevity 
afforded by the use of slogans has the advantage of getting
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this device
Short slogans encapsulate the maximum of meaning 

the minimum of words and have the advantage of fast

Perhaps the most famous example of 
speaking world is the word "Boycott 
Irish posters in

the Eng 1i sh 
as a slogan on

this in 
the word "Boycott" used 

the nineteenth century.

Out"

as a

the message across quickly without risking 
readers attention. In Irish political posters the move 
towards the short slogan was apparent in the nineteenth 
century and was well established in Britain and the United 
States by the 
1917 and 1922

the loss of the

abbreviated the message 
of becoming a kind of political 
of the living folklore.*
God save the King"
five characters of "Up Dev". (Modern slogans like

"Up the I.R.A" are proof of the continued popularity 
albeit more common as grafitti than as

the century. Figures 28 and 29 from 
respectively, proclaim their message without 

use of either paragraph or section. The format of Fig. 30 
which begins with the name of the party and constituency, 
follows with the slogan and then lists the numerous 
candidates, is typical of election posters of the larger 
political parties since the foundation of the State. However, 
with so many candidates mentioned the emphasis is on the 
size and strength of the party in the particular constituency, 
and as a result the impact of the slogan is weakened. 
Slogans in election posters which seek support for just 

candidate benefit greatly from the visual simplicity 
so few words as can be plainly seen in Figures 31, 32, 

Where an election poster seeks general support 
a political party as opposed to any particular candidate, 

the slogan can become the main feature, as in Figures 35, 
36, and 37, which look visually very far removed from the 
tradition of the old proclamations.

Some slogans, because of their pro1iferation on 
printed propaganda, became popular catchphrases, 

in the slogan, the greater 
'battle-cry' and a part 

By the late 1920's in Ireland, 
was on some posters replaced by the 
"Up Dev". (Modern slogans like "Brits 

I!
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PRODUCTION TECHNOLOGY OF THE LETTERPRESS BROADSHEET

n

until

from the opposition party, 
it with counter accusations.

made, 
printing presses.

Finally one other format which was used both by Cumann 
na nGaedheal and Fianna Fail demonstrates that both parties 
considered the broadsheet to be an important progaganda

Figure 41 is an example of this format which is 
a form of counter-proclamation. Within a broadsheet, another, 

is reproduced in order to discredit

Despite the development of 
who sought election continued to combine the use of slogans 
with quite lengthy text, as in Figures 38 and 39. The 
purpose of such lengthy text was the same as in the early 
proclamations, to establish status and justification for 
the issuer. Sometimes this was carried to ridiculous extremes

The fundamental technological principles of the
"let terpress" printing process were established by Guttenberg 
in the fifteenth century. That process had changed little 

the nineteenth century when many improvements were 
both in the manufacture and design of types and

as in th

and cheap execution for the printer. The impact of short 
slogans is always more emotional than intellectual, and 
in complete contrast to the traditional proclamation, are 
usually in ordinary forms of familiar speech. Nevertheless 
the vast majority of political slogans did not enjoy lasting 
popularity and when viewed out of context with the passing 
of time they often become vague as in Figure 28 and 29, 
and sometimes even completely meaningless.

1932 Cumann na nGaedheal poster (Figure 40) which 
is so cluttered that it is doubtful if anyone would have 
the patience or inclination to read it all.
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in relief

copper, 
into which the molten type metal 

1886 the first mechanical process for

room"

of this chapter). Figure 42 shows a selection of mainly 
types of various faces and sizes, (with some metal 

type to be seen in the bottom right hand corner), 
face and size of type was stored in a separate case

of the print workshop. The "compositor" 
designed the layout of the type), knowing 
the available stock, chose the typefaces

the very small type 
such as long paragraphs of type

the American Linn Boyd Benton 
letter by letter, 

obtained by cutting its shape, 
the end of a bar of steel, called a 

then struck into a soft bar of

The "Linotype" system on which the "copy" (or text) was 
typed on a keyboard and cast mechanically by the machine 
was invented by Ottmar Mergenthater who was an American.

ordinary book types, 
hand until the introduction of

and news-

the invention of the punchcutting-machine by 
in 1884, all types were cast 

in hand held moulds.by hand , 
of the letter was 
(and in reverse) 
punch, which was then struck 
thus creating the matrix 
would be poured, 
the casting and composition of type 
this process only accounts for some of 
on posters and handbills, 
and printers' imprints, because it was a system chiefly 
designed for the production of books, magazines,

compos ing
(who "composed" 

limitations of
he knew to be available in sufficient quantities

With rare exception all type over an inch in body 
height, and many a lot smaller, were made of wood, not metal. 
(Wooden type is discussed in detail in the next 

Figure 42 shows a

process 
was invented.*

in the

As most of the type used on posters was larger than 
it continued to be manufactured by 

film-setting in the 1960's.
Most metal type used in Ireland was imported from a variety 
of English manufacturers, and the main suppliers in Ireland 
were Miller Printing Suppliers Ltd, and Walter Nash & Co. 
both of Dublin and still operating today.
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White newsprint paper was usually used for printing 
broadsheets, though coloured paper, especially blue, green, 
yellow and purple, were quite commonly used. Smaller posters 

often pasted onto card and tied to telegraph poles 
Large posters were pasted onto prescribed 

but these were commercially operated and 
seldom used for the posting of political progaganda 

In Ireland political posters have been pasted 
to almost every imaginable surface; walls, windows, 
drawn carts, cars, road signs, bridges, dust bins, 

As newsprint was the most common paper used 
the sizes of paper on which broadsheets were printed, 

twice the standard newspaper sheet 
this size that the largest types were

cases of type and arranged them 
metal tray until the text was complete, 

The finished composition was then lifted 
carefully by hand from the tray into the 
printing press, (as in Figure 44) and "locked" 
with pieces of metal known as "furniture" 
is then spread 

the surface of

into place 
"keys" . Ink 

the rollers with a spatula and applied 
the type as the rollers pass over. Behind 

"cyl inder" 
one sheet at a

the text, and would also be appropriate for 
particular headings and text. He took each letter of every 
word from the different 
line by line on a 
(as in Figure 43).

t o

and because this is quite 
a lot of work most posters were simply printed in black. 
If thre was a likelihood that more copies of a particular 
poster would be required at some later date, especially 
if it was very wordy, the type would have been locked into 

iron frame called a "chase" and stored. When the printer 
had finished printing, it was the compositor's responsibility 
to return each letter of type to its proper case.

(Figure 45) onto wh ich the paper 
time, and held in place by

The cylinder moves 
inked the type and thus an impression 

jon the paper. To apply another colour to the design 
rollers have to be wiped clean with methylated spirits 
(because the inks are oil based),
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photographs. 
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Printers did not carry out the etching 
but had the metal relief plates made

"Unit ed

Society"

a mass

to give a 
could be made.

"screened

was one

sizes which were part of the "Imperial" 
a handbills which is one

Finally, apart from the typographical technology 
it should be noted that it was

Figure 47 shows 
"Foolscap" size, 

of many issued by the "Dublin Typographical Provident 
(the predecessor of the modern Irish Print Union) 

during the lock out of workers by employers in 1913. (The 
this society predates the Emmet rebellion, when 

cover up organisation for Emmet's army, 
The notable involvement of Irish

Other sizes were dictated by
1948 general elections, and in the presidential election 
of 1945 the brochure format was widely used (Fig. 47). 
The most common proportions for this was one quarter of 
the regular newsprint sheet size, (which was then folded 
in half). This format was 
of

common size is half the standard

printers in political activities is one of the ironies of 
this study, though when one considers the amount of political 
material which they produced, it is perhaps not so surprising 
at all).

size, 
a hybrid between the tradition 

the proclamation and the magazine format.
came in a wide vanity of dimensions. They were often printed 
on irregular sizes, known in th trade as "bastard" sizes, 
which were usually the surplus of other irregular size jobs

Other handbills were printed on stationery
system of measurement, 
third of the Imperial 

interest also as

the letterpress process, 
to print black and white line illustrations, and 

Line illustrations were simply etched onto 
relief surface from which an impression 
To print photographs the image had firstly 

to be "screened" (ie: photographically broken into 
of tiny dots) and then etched into metal from which it 
could be printed, 
process themselves,
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by specialists. 
service

first 
only furthered legibility of poster types but also revolution
ised all areas of typographic design.

is clear from illustrations already shown 
in Ireland evolved from lengthy 

s 1 ogansin small types 
in large types.

initials and

"Fat Face"

"Gothic"

and immediate impact.
full of character, 

designed to be 
than any types which preceded them, 
being designed up until

the many poster types that were inspired by Thorne's 
designs the slab faces known as "Egyptians" became particularly 
popular (as in "WHY YOU SHOULD..." Figure 38). Finally, 

1816 another Englishman, William Caslon, introduced the 
sans-serif face which he called

in this

In Dublin the main firm which offered this 
to printers during the period covered here, 

Irish Photo Ltd, still serves the print industry today.

the large poster types were made of 
which was awkwardly heavy and rather expensive.

an American, developed an engraving machine 
financially viable to manufacture wooden poster 

types on an industrial basis. The process was further improved 
by a pantograph (an instrument for the mechanical copying 
of designs), designed by George Lavenworth in England in

study that the political poster 
texts set in small types to the prolif erat ion of short 

The first large types started out 
later were used for headings and only became 

popular as poster types in the nineteenth century, 
in advertisements that large types first appeared for use 
in the main body of text. This happened in 1803 when an 
English typefounder, Robert Thorne designed his 
type especially for the broadsheet. The types designed by 
Thorne and his successor William Thorowgood had a remarkable 

Their designs were not just elegant 
importantly these types were 

seen from a distance and were far more legible 
Virtually all types 

then had been intended for use in

which made it

At first
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desired height of 
polish and cut 
letters.
engraving machine.
sizes of type are called 
or metal.

and are made from plywood 
the engraving machine

to be recut ,

a prepared
to be made and leaving 
Because of the

De Little's, 
have five price castegories 

in a wide

"A"a capital 
typeface not only

The main suppliers
Ireland were Robert De Little of

Compositors were often expected to act as editors 
and it was common practice for customers to present themselves 

the printers workshop without the benefit of 
text, verbally outlining the main points 
the rest to the compositor's discretion, 
nature of political propaganda however, the copy for the

The convenience and simplicity of wooden types made 
the job of printing large headings both cheap and fast.
With the increased legibility and boldness of the new typefaces, 
these innovations must have influenced the movement away 
from the traditional proclamation format towards the rise 

the short slogan on political broadsheets.

Using the pantograph, semi-skilled workers could cut 
faces from 3-line pica (12 mm) to 25 inch capitals (60 mm). 
Usually the wood used was maple from Canada or French hornbeam. 
Occasionally sycamore, boxwood and lignum were also used. 
When the timber was cut into boards it was planed to the 

the type, then polished with polyurethane 
into strips the width of the individual type 

Individual letters are then cut one by one on the 
Patterns for the cutting of different 

t emp1 a t es" 
As the milling heads of 

only cut round corners, the counters have 
(eg. the five inside corners of 
angle of a "V"). Thus the price of 
depends on its size but also on its shape, 
of poster types used in 
York and Stephenson Blake & Co. 
who still manufacture wooden types, 
based on the shape of typeface available 
of sizes, as well as rules, borders, brackets, 
and other ornamentation.
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* Fleishmann shows that 
with the same 
town Democrat, 
Wharfedale Press.

to achieve a balanced visual effect.
of wording for any particular job had to accommodate shortages 

certain letters in the stock of typefaces. A line might

the same poster, 
Fourteen typefaces, 

in both upper and lower case), 
in Count Plunkett's election poster in 1915 (Fig.48)* 

types the finished result has 
Irish printers

I n

the 1915 Plunkett poster was printed 
type still used by Thomas Morahan of the Strokes
up to his death in 1976 on a hand operated

Despite the multiplicity of 
immediate recognizable order in its design, 

few simple rules for composition of 
almost every letterpress broadsheet 
centered. Although asymmetrical designs did not become 
popular in Ireland until photo-mechanical printing presses 
began to replace the letterpress printing process, a visual 
asymmetry often accidentally occurred on centred broadsheet 
designs because of the effect created by the mixing of type
faces. Generally the text was clearly arranged into specific 
sections of information such as what?, when? and where?,

the case of public meeting announcements such as the Cumann

in a

to some

"Limited by the size of 
in which he sets his type, 

", writes Rickards, 
familiar with

text or slogan was 
the visit

usually well thought out in advance, 
to the workshop. Nevertheless, the technical 

the printing press often forced the compositor 
the text to make it fit the shape of the paper or 

Occasionally the choice

and the availability jof types 
"the logical jobbing printer 

the range of effects he could produce 
from a given stock of materials." 

the mixing of various typefaces on 
occasionally even in the same word, 
(all of different sizes used 
were used

the stock of typefaces.
larger size than it merited, only because 

not available, or to fill it out to the 
full width of the poster. Such limitations which were part 
and parcel of all small printshops, must often have dictated 
not just the technical layout of the design, but 

the emphasis and wording of the text.
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own

different

in Figure 36.

of

second font of capitals of body 
of the lower case letters.

lot of scope for creativity, 
compositors saw the job as little more 
the type until they achieved something 

of

Most book typefaces have a 
height equal to that

as a

na mBan poster of 1914/15, (Fig.49). Experienced compositors 
did not usually plan out their design on paper before placing 
the type in the chase, but rather relied on their own style 
of composition which they had developed from the limitations 
of their stock. Different printers tended to produce quite 

results while at the same time all printers followed 
guideline the principles of centered composition.

One fairly common device used by compositors was to 
make first and last letters of titles and names bolder than
the other letters, thus endowing the word with greater visual 
impact. As the large wooden typefaces have no small capitals*, 
compositors used bolder letters of the same size as in the 
"W" and "S" of "WORKS" in the 1931 Cuman na nGaedheal poster

At first glance many typographic broadsheet posters 
give the impression that the printer chose simply at random 
the most convenient typefaces and sizes at hand, and hastily 
filled up the poster. On closer examination it becomes 
obvious that most are well structured designs determined 
by the limited possibilities of the small stock of typefaces 
in the average print shop, combined with the compositors 
personal style. Far from being products of a design genre 
of rigid rules the printed broadsheets despite their technical 
limitations had a lot of scope for creativity. Though most 

than working with 
"that looked right", 

many of these typographic posters show a great sensitivity 
for balance, rhythm, and form, and in comparison to most

their modern counterparts, they are most aesthetic objects. 
Indeed, the ageing process itself often greatly enhances 
the aesthetic qualities of the letterpress broadsheets.

Because of the nature of the information it relayed 
the letterpress political posters developed styles of format 
that differed from posters printed for commercial purposes
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simply because
is that

compositors were reluctant 
it was too much work.

a means

Although many political posters in this period were 
a combination of typography with illustration or photography, 
the vast majority were typographic solutions, printed by 
the letterpress technique. No single reason can account 
for this, but of the many factors involved, 
have had the overriding influence. Since printing was 
introduced to Ireland, both design and production methods 
have by and large followed pace with the British tradition.

on a

preferred not
used rules as

or carnivals, etc. This is especially 
true of election posters which are virtually unmistakable, 
but generally speaking the difference between political 
and commercial broadsheets is immediately recognizable 
because of differences in format, 
to this however was a

this chapter there 
in the form of decorative

A notable exception 
na nGaedheal poster (Fig.50) 

which as a parody on a contemporary circus poster is a fine 
example of a typical commercial poster format, strikingly 
different from that of political posters. The propaganda 
tactic of this poster is linked to the tradition of the 
counter proclamation.

Another plausible 
ornamentation tends to look a little fussy, 

in many ways the directness of a purely typographic 
is more appropriate for political posters.

In many of the illustrations of 
are examples of ornamentation 
rules and borders these like the large type, were printed 
from engraved pieces of wood. Some compositors obviously 

to bother with unnecessary trimmings and only 
of separating text, but many posters 

had some degree of ornamentation. Figure 51 which was 
printed in Ennis, Co. Clare, in 1927 is unusual in its extent 
of decoration, yet its design structure remains very simple 
and the overall result is full of character. It is likely 

to use much ornamentation



reserve.

I re land.

5*

Until recently British political parties declined to establish 
any sort of visual corporate identity for publicity purposes, 
likewise political parties in Ireland have demonstrated 
similar reserve. The continuing association of political 
symbolism with fascism has prolonged that traditional reserve. 
It is extremely rare for election candidates to use any 
form of illustration other than photography, and even photo
graphy, with few exceptions, was reserved as the special 
privilege of the party leader. Candidates presumably feel 
safer with purely typographic campaign posters because 
they are less likely to be accused of extravagance or vanity. 
An illustrated poster might also run the risk of attracting 
counter productive graffiti or other defacement.

incen t i ve , or 
methods or

Ever since newspapers became popular the majority 
of posters printed for political propaganda in Ireland have 
been election posters, and the responsibility for designing 
them usually fell on compositors who had little reason or 

indeed opportunity to change their production 
to improve their design skills. Thus it is no 

wonder that the letterpress poster survived so long in
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CHAPTER 5

rare .

illustration and colour

i n
Irish

Irish design genre.

Of

One of(eg. the

stalwart
Home Rule

0 reads
' EM" .WE'LL SHEW

0

THE EMERGENCE OF PICTORIAL POLITICAL POSTERS IN IRELAND

the rare

the few pictorial posters with political content 
which were printed in Ireland prior to 1914, most seem to 
have been produced commercially for sale as souvenirs, 

1898 Emmet Centenary poster, Figure 8). 
exceptions to this is the delightful depiction 

unionist schoolboy defending Belfast from 
in 1912. (Fig. 52). The little boy stands boldy, 

feet apart, fists clenched, ready for a fight. The slogan 
"WHO SAID WE'LL HAVE HOME RULE? COME TO BELFAST AND 

Visually this poster is remarkably

of a

Although various techniques for the printing of 
Illustrations and photography had been developed prior to 
the twentieth century their appearance in Irish political 
posters was extremely rare. Even in British and American 
political posters, it was still very much the exception 
rather than the rule to use anything other than the purely 
typographic solutions. Illustrations were first used in 
large numbers on political poster propaganda during the 
World War I recruitment drive in Britain, France, America 
and Germany, where the pictorial poster had superseded the 
newspaper and the broadsheet as a medium of commercial 
advertising. The most dynamic use of 
in political posters was in Societ Russia from 1917 onwards 
and in Cuba during the 1950's and '60's, when both these 
campaigns were aimed at spreading propaganda to largely 
illiterate populations. Religious orders of the Irish 
Catholic Church had eradicated the problem of illiteracy 

Ireland by the late nineteenth century, and influences 
on Irish vidual communication design came almost exclusively 
from Britain and the United States. Thus the Irish political 
posters which used illustration, photography and colour 
are of more interest in how they reflect the politics of 
the time than in terms of the development of a uniquely
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I posters

It was produced 
invented

aganda posters 
from 1914 onwards.

"Your

As unionist propaganda was centered 
mainland after the posting of 
only significant influence on 
poster propaganda after that 
Pledge"

The famous World War One recruiting poster which
the British Army's recruiting-genera 1 , Lord Kitchener, 

the viewer) accompanied by the slogan 
was so successful in Britain that

on the British

depicts
(point ing
Country Needs You"

compied with "Uncle Sam Needs You"
Impressed with the effectiveness of these illustrated posters 

recruiting agencies of many countries became the first 
patrons of pictorial poster design for political purposes.
In Ireland, British opposition to Sinn Fein's "Anti-Conscrip- 
tion Pledge" resulted in a series of full colour lithographic 

specially designed to make Irishmen feel guilty

led to

the 1914 Home Rule bill, 
nationalist and republican 

"Anti-Conscription 
(Fig. 6, Chapter 2) which in 1918 was issued in 

form modelled on the "Ulster Covenant" 
nationalists and republicans to produce pictorial prop- 

was to come from the British Army recruiting

in the U.S.A.

was in the

any of the proclamations or broadsheets which 
were the norm at the time. Both the style of design and 

process by which it was printed were in the tradition 
contemporary commercial advertising.

by chromo-1ithography, a process that had been 
in 1827 and involved drawing or engraving on stone slabs 

metal plates. This process had been quite primitive 
until the 1890's when technical advances and improved inks 
helped designers achieve a greater range of tonal qualities. 
The unionist poster of the schoolboy is almost certainly 
the first full colour pictorial poster issued by any political 

group in Ireland. Its charm and appeal masks 
sinister propaganda aimed not solely at adults but 
at the very young. It marks not only- a new era of political 
poster designs in Ireland, but also the beginning of the 
chain of political events that led to the 1916 rising in 

It was published simultaneously with the Ulster 
Covenant (Fig. 4, Chapter 2), arguably the best planned 
combined use of the medium for political propaganda in
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renouncet o
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THE GLORY OF IRELAND", (Fig. 53). 
is highly provocative, 

recruitment poster itas a

"Will you go
FOR

power 
propaganda 
The strong insult to Irish people 
you go or must I go?" poster, would have caused some to 
make amends for Sinn Fein's implied cowardice, and others 

Sinn Fein's passivist approach towards
and to retaliate against the insulting propa

through armed rebellion. Ironically such posters 
helped to recruit people into the Irish Republican 

well as the British Army. Another remarkable 
also issued in 1915, was more subtle

cowardly for refusing to defend the Empire. The design 
and production of these posters was of exceptional sophis
tication for that period, matching the best of commercial 
advertising standards. As few Irish people would have seen 
anything quite like them before, their visual appeal must 
have been considerable. Because of the seriousness of war, 
the lightweight element associated with household grocery 
posters was felt to be out of place. As an alternative, 
the designers (who were most likely English, though no 
artist's signature or printer's imprint were printed on 
these posters) chose styles of narrative painting associated 
with fine art, hence this poster. Genre is generally known 
as the "art-poster". One of these posters used by the British 
in Ireland in 1915 depicts an Irishwoman with a rifle in 
one hand and with her other hand pointing over the sea towards 
Belgium which can be seen during in the distance, 
reproaches an Irishman (whose Irishness is symbolized by 

shillelagh under his arm) with the slogan
I?" Above the illustration is the heading

This kind of propaganda 
Apart from iots primary function 

served also to widen the gap 
between nationalists and republicans by implying that the 
opposition to conscription was mere cowardice, and so 
diminish the credibility of Sinn Fein, the organisation 
under which both traditions had begun to unite. As a colonial 

the British had become skilled exponents of
tactic based on the old maxim "divide and conquer", 

inherent in the "Will

independence 
ganda 
may have 
Brotherhood as 
poster of the same vein,
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These are discussed in detail
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Redmond (Fig. 5, 
recruitment campaign,

posters, 
striking in comparison to 
adds greatly to

three colour litographic posters were printed 
raise funds for the Republican cause after 

in the next
Some two and 
in America to 
the 1916 rising, 
chapter.

trying to stay afloat 
this poster does 

in the light 
the accusation is nonethe-

a man

approach but 
(Fig .55). 
is an image of 
U-boat off the coast 
glance the viewer 
f1ames and

jonto the stone, 
were used,

in the
but then

men, women and children clinging to floating 
the foreground is 

baby girl to his back.
not overtly accuse Irishmen of cowardice but 
of the "Anti-Conscription Pledge" 
less implicit. This poster was designed to elicit feelings 
of guilt from the viewer, to make him feel that he is 
committing a dishonour to the victims on the Lusitania if 
he does not "join an Irish regiment today".

the illustration was strikingly dramatic, 
Under the slogan "IRISHMEN, AVENGE THE LUSITANIA", 

the great passenger ship sunk by a German 
of Co. Cork in that year. At first 

is struck by th dramatic vision of the 
smoke billowing from the tilting ship, 

eyes are drawn downwards towards the lifeboats 
water and towards 
wreckage.
wh i 1 e ho Id i ng a

The typography of the chromo-1ithographic posters 
is also notably different from that of the letterpress broad- 

These letters were drawn by hand from stencils 
Only a very limited number of typefaces 

usually they were elongated and condensed in 
Interestingly no serif faces ever appeared on these 

a feature which in 1915 would have been very visually 
the common broadsheets, and which 

the sophistication of the full colour image.

Political interest groups within the nationalist 
traditions did not have the financial resources 

for large full colour poster campaigns for many years after 
recruitment drive launched by the British Army in Ireland 
1914 to 1918.* Even the recruitment poster that depicts 

Chapter 2) was issued as part of the 
(not by the Home Rule Party).
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"VOTE FOR"

advertising design, and the same principle though to a 
degree accounts for the visual strength of this poster). 
It achieves a direct impact of word and image, a fundamental 
principle of good poster design.

The formation of Fianna Fail in 1926 represented 
first major par 1iamentary challenge to the Cumann na 

Free State government. De Valera, the leader

The first pictorial poster campaign launched by the 
anti-treaty republican faction was during the 1927 election. 
Figure 56 is one of a series of at least four illustrated 
posters depicting the Free State Government as an instrument 
of oppression, 
of the horrors of 
illustrative drawing style 
anything only serve to lessen 
propaganda, which, as 

elicit guilt from the viewer, 
most signif icant 

the bitterness

war. An illustration of a man 
the slogan "PUT IN IN TO GET HIM OUT" 

accompanied the usual 
This design is one of the boldest combinations of illust
ration and typography to be found on political posters in 

the almost primitive simplicity of the 
(During the Paris' rising in May 1968, students 

produced hundreds of very effective posters by deliberately 
producing primitive illustrations, which were effective 
because of their boldness and contrast to commercial

conditions for the printing of illustrated posters 
did not exist during the turmoil of the Anglo-Irish war 
and the civil war, though in 1922 a simple but visually 
effective poster design was used for various pro-Treaty

in British jails for their part in the 
An illustration of a man in prison uniform

(Fig. 55)
and the candidate's name.

All four images are particularly gorey scenes 
the civil war. The tyupography and the 

are of no great merit and if 
the credibility of the intended 

in the Lusitania poster, is intended 
These posters are however, 

to our visual heritage as visual traces 
that resulted from the civil war.
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of Fianna Fail
Fein Dail 
Irish Republicanism, 
faction in

of a

the civil war 
and Fianna Fail

thirty-two county republic, 
was affectionately referred 
Ireland", Thus most of 
na nGaedheal

would have
drawings, (they are not
concentrated on portraying
the civil war were of exactly the same format, ie: simple 

illustrations with slogans printed in the large wood
(Fig. 59)- Though these drawings are not so stylistic 

in fact the work of another illustrator, they are

Fianna Fail provided a lively opposition, and Cumann 
na nGaedheal knew that they would need a strong propaganda 
campaign if they were to win the 1932 general election. 
They produced a series of many cartoon illustrated posters 
the main theme being De Valera's links with the I.R.A. and 
his responsibility for the civil war. Most of the posters 

this series, were rather stylistic line drawings, 
in Figure 58, which depicts an I.R.A. man holding a gun 

to De Valera's back, and others (not shown) which amongst 
other things depicted him as a crooked card player cheating 

honest citizens of the Free State by slipping an I.R.A. 
cards under the table, and also as a supplier of arms 

These were printed by the Temple Press, who 
commissioned the commercial artist to dod the 

signed). The posters which 
De Valera as the real cause of

had since his presidency of the 1919 Sinn 
established himself as the effective leader of 

With the defeat of the republican 
many people believed that De Valera 

offered the most promising route towards 
Amongst republicans De Valera 

to as "the uncrowned King of 
the propaganda put out by Cumann 

to this challenge was aimed more at discrediting 
than Fianna Fail. One of the earliest posters 

this kind was designed especially to reidicule the notion 
of De Valer as King of Ireland. Issued in 1930 it caricatures 
his head (on wh ich is placed a laurel wreath) on a gold 
sovereign and asks if it is "worth its face value?", 
caricature is quite well drawn and is obviously the work 

(Fig. 54).

man
the I.R.A.
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would make 
assoc iating all

"Feargananim"

very much the
i 1 lust rat i
identify the characters 
is still quite common 
a means of

were more 
the civil war, 
controlled by 

na nGaedheal s 
adopting socialist principles to mislead the poor 

to win the support of people who would normally vote 
Labour Party. In so doing Cumann na nGaedheal hoped 

support of the Catholic hierarchy, most of whom 
distinction between socialism and communism, 

leftish politics with godl’essness and sinfulness.

Theydo not refer to 
but rather concentrate

na nGaedheal

a wealthy elite was widely accepted.
reaction to this was to accuse Fianna 

mi s1ead

However the

to win the

same kind of illustration, using the same 
ve devices most notably the use of labels to 

and message portrayed. This device 
in modern political cartoons and is 

adding to the speed of comprehension of the 
illustration, but often, as in the case of the 1932 election 
posters, it betrays a lack of imagination and inventiveness. 
It is also significant that the posters linking De Valera 

the civil war were printed by McConnell's Advertising 
operating today, McConnells is one of the 

longest established advertising agencies in Ireland. 
Fail also used professional design consultants to organise 
their poster campaign in the 1932 election. They chose 
the Fodhla Printing Co. which had a distinguished record 
as a publisher of books in Gaelic, however, the poster designs 
they produced were in exactly the same view as the Cumann 

nGaedheal caricature posters. Only one illustrator was 
commissioned by Fodhla and he signs himself 
( "Man-without-a-name") which appropriately echoes the almost 

simplicity of his illustrative style, (Fig.. 60). 
tone of the propaganda message of the Fianna 

posters was markedly different, 
the civil war in any direct manner, 

the common perception of Cumann na nGaedheal as being 
submissive to Britain, and perhaps more importantly 

they offer a better future, which is essentially what every 
electorate wants. The Fianna Fail posters promised to improve 

national standard of living and to create a more equal 
After the "Wall Street Crash" in 1929 thse issues 
important to many people than the rights and wrongs 

and the view that Cumann na nGaedheal
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"WE WANT NOtheir
REDS HERE!"
A GUNMAN"

After the 1932 election the use of illustration on 
political posters declined almost completely and 
then on pictorial posters generally had photographic 

Photographs had been widely printed in books by 
method towards the end of the nineteenth

is quite
press posters but
effective election poster because the simpler solutions 

with it communicate to the viewer in a faster

The desire for new styles of political posters 
in another unusual Cumann na nGaedheal poster 

Entitled "A HOT RECORD" (Fig. 62), 
it has many of the hallmarks of commercial advertising 
design of the period. The style of rendering, the use 
of arrows, and the typography of the words "songs for the.." 

to the looseness of the cartoon

posters began with the slogan 
(Fig. 61). This poster and "THE SHADOW OF 

poster (Fig. 11, Chapter 2) are also of interest 
colour lithographic political posters issued 

the British Army World War One recruitment 
They were printed in Dublin by Hely's Limited 

who have since closed down. They are the first full colour 
posters designed by professional designers (as opposed 
to printers or compositors) to have been issued by a political 
interest group within the Free State parliamentary system. 
In comparison to the British Army recruitment posters they 

so elaborate in either design or production, 
their boldness and greater refinement of 

the most important visual elements they are slightly more 
effective at relaying the message while nonetheless 
equally attractive visually.

illustrations.
effective and unusual for black and white letter- 

there is too much text to make it an

ar rows, 
in stark contrast

The boldness of the illustration itself
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of printing 
photo-mont age 
photographic 
pos ters during

to be
the 1970's.
Ireland always appear as regular shapes, 

cut-out shapes from photographs, 
techniques, or of printing text 

image area do not 
the period covered here,

previously the traditional way
The device which

for some time the president of the Irish 
and was himself a collector of
the Labour movement in Ireland.

Willie O'Brien was 
Trade Union Congress 
printed ephemera of

century, but only became common in newspapers in the early 
twentieth century when certain papers specialised in convey
ing news through the new medium. One such paper called 
the Daily Sketch", was printed in London and was popular 
throughout the British Isles. It was common practice for 
most newspapers to issue front pages as posters for display 
outside points of sale. Figure 63, is a Daily Sketch front 
page display poster showing the Viceroy's state departure 
from Dublin in 1915. Historically this is of interest 

it visually reflects the substantial public support 
for an Irish connection with Britain before 1916. These 
kind of posters would have encouraged the use of photography 
in political posters issued by the political interest groups 
in Ireland. The 1927 election seems to have been the first

occur on Irish political 
except in a

or more complex
over the

Fig.
pictorial imagery that 

their posters at election times and even this had tended 
the almost exclusive privilege of party leaders up 

Photographic images on political posters
The practice

on fast
of all the political parties contesting seats in the Dail 
used portrait photographs on their campaign posters, (eg.

7 Chapter 2). This still remains the only form of 
individual candidates have used

their photographs on their election 
posters. The first party to use the device was 
Party whose candidates Morrissey and O'Brien* issued a 
joint poster which had photographic portraits of them framed 
in oval shapes (Fig. 64) 
of framing miniature portrait paintings.
had been popular in the U.S.A, many years previously, caught 

Ireland and in the 1932 election the leaders
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show what a

to use 
film made). 

Ireland as symbols of modern progress when 
had lost all novelty value. A Cumannlost all novelty value.

in 1931 used ten different photographs 
good job they had been doing in redressing

(The cinema 
cinematic coverage

In 1948 Clann 
the medium when they had a short 
Photographs in themselves were 

in other

to t ime.
they were produced by the letterpress 

To print text over a photographic image would 
have involved two print runs, and would only have been 
possible where the image had large areas of white. Generally 
speaking it was against the custom and practice of 
letterpress method to print text on the image area of 
photographic or illustration. The plates from which 
photographs were printed were set by the compositor with 
the rest of the type and the poster was produced in one 
printing. The design practices of letterpress compositors 
changed very little in Ireland during the period covered 
here. Likewise Irish printers were slow to change their 
production methods or to purchase more advanced machinery. 
While many advances had taken place in the United States 
and Europe with regard to design and production, Ireland 

plagued with economic difficulties since the civil 
and under the De Valera regime had become culturally

The influences of art movements such as

posters
period covered here.
was established in 1962 photographs were the most visually 
realistic way of communicating current events in Ireland, 

occasionally offered news from abroad, but 
of Irish current affairs was exception- 

na Poblachta were the first Irish

timid way on the borchure format from time 
is mainly because 
method .

very
Dada and De Stijl had revolutionised poster design in many 
European countries but hardly had any effect on Irish 
advertising design, and had none whatsoever on the design 
of political posters. Thus, the use of photography on 

continued to be very simplistic throughout the 
Until an Irish television station
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The novelty 
poster may have made 

in 1931, (if it caused 
effective poster) 

and with

to say 
and no

economic ills that resulted from the violence of 
early 1920 s (Fig. 65). One photograph depicts 
road in the world - Carrigrohane, Co. Cork", and 
are boastful of social and economic improvement, 
value of so many photographs on one 
this effective to the Irish people 
people to stop, look, and read it was an 
but in design terms it is sadly unimaginative, 

passing of time looks very dated.

"the finest

propaganda battle. Exactly to what extent the posters 
played a part in deciding the final result is impossible 

because political science was as yet in its infancy 
studies or pre-election polls were made during the 

period. However, the scathing attack launched by Cumann 
nGaedheal against De Valera in person (albeit through 

a mass of derogatory cartoon illustrations on posters), 
resulted in De Valera getting more publicity throughout 
the country than T.W. Cosgrave of Cumann na nGaedheal. 
Many nationalists saw Fianna Fail as a progressive parlia
mentary force and many republicans believed that De Valera 

being unfairly victimised by Cumann na nGaedheal 
propaganda. The old maxim "no publicity is bad publicity" 
held true once again and during the following sixteen years 
of Fianna Fail government De Valera was held in higher 
esteem by republicans and nationalists alike, (and 
simultaneously with greater contempt by many Free State 

veterans) than any Irish politician since Parnell.

by the posters which were a major element of the resultant 
Exactly to what extent 

result

The 1932 general election was arguably the most 
important in modern Irish history. It was certainly the 
most hard fought and bitter Irish election, with no party 
winning an absolute majority and Fianna Fail forming a 
government only with the support of the Labour Party who 
were swayed by Fianna Fail's attitude to social policy. 
The emotive nature of the 1932 election is well reflected
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the political 
posters

in this chapter, 
poster campaigns 
particular style,

Of all 
political 
by the

were
terms of design 

this is as true of

agencies of British rule,
na nGaedheal, were the most elaborate and sophisticated 
in terms of design and production.

the typographic
and broadsheets they issued,

The explanation
groups had good financial 

to spend more
campaigns. When De Valera came 
Rad io Ei reann, 
great effect as a 
Fail had

interest groups that 
in Ireland from 1898 to 1946, 

and later those of Cumann

to 1948

obvious from the pictorial posters discussed 
that while specific interest groups had 
in which they issued a series of a 
there is no evidence in any series that 

any interest group evolved its own style of visual expression. 
All the pictorial political posters have borrowed their 
style of illustration (or use of photography) from previously 
established styles in other media. It has been a common 
feature of rebellions and revolutions in may countries

as it

Generally speaking 
letterpress proclamations 
is of their pictorial 
is simply that both 

resources and could afford 
than other interest groups on propaganda 

into power in 1932 he used 
the Free State national radio service to

propaganda device and consequently Fianna 
no great need of elaborate poster campaigns by 

the 1948 coalition. Following the disbandment of Cumann 
in 1933, the consequent formation of the Fine 

Gael party does not seem to have resulted in any interesting 
or innovative approaches to the use of posters as a propa
ganda device. Neither the Fine Gael party nor the National 
Library of Ireland have any Fine Gael posters up 
in their possession, and no examples are to be found 
reproduced in illustrated Irish history books, 
of printed ephemera usually choose to preserve posters 
with illustrations, or with interesting slogans, the lack 

Fine Gael posters in the archives would suggest 
they did print were mainly typographic broadsheets 

with unexceptional slogans.
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that can

poster styles that
For example, 

the people.
thick masses of

the people were able to identify, 
strong traditions of visual art forms, 

necessary condition that was not prevalent in Ireland. 
Ireland's poor tradition in the visual arts is partly due 
to geographical isolation, but more the the deliberate 
policy of eradicating the Gaelic culture by the British. 
It is also a feature of revolutions that gave rise to new 

the political leaders encouraged 
in 925 Lenin said: "Art belongs to 

Its roots should penetrated deeply into the 
very thick masses of the people. It should be comprehensive 

these masses and loved by them". Enthusiasm for the 
visual arts amongst leading Irish politicians has amounted 
to little more than lip service. Also the 1916 rising 

the Anglo-Irish war were far more politically motivated 
than cultural. They do not represent a cultural revolution, 
and consequently in terms of art and design there is little 

be considered revolutionary in Irish pictorial

new forms of popular visual expression emerge from 
the posters issued by the rebels. It has happened in 
countries as diverse as France, China, Cuba, Germany, and 
Russia. However in all these cases the new styles of poster 
design were based on a connection with an older traditional 
folk art with which 
These countries had
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CHAPTER 6

Proclamations and their derivitives in

It has also been shown that interest-groups
often took great pains to establish their credentials, and that
this was done not only through legalistic wording but also
through symbols. A symbol as used in a political proclamation

recalls something else, not by exact resemblance but by
suggestion or association in thought, especially if it
represents an abstract political philosophy.

In Ireland the first symbol to be used on a political
Proclamations issuedproclamation

by native Irish political interest groups up to the last
decades of the nineteenth centry usually had no symbolic

because to most Irish people their gaelic culture hadelements
Thus occasionally somecome

It has already been shown in Chapter Three that proclamations 
in themselves

to symbolise poverty.
which advocated resistance to British rule in

Ireland
it's authority, to make it look

proclamations
actually used the English royal seal to lent weight to 

"official".

were symbols of the power of the interest-groups 
that issued them.

Symbolism in Political 
Ireland 1898 - 1948.

was the English royal seal.

means any visual element that stands for, represents, or



However in the early 1880's there began a strong revival of
interest in Ireland's Celtic past, and as earlier mentioned,
this gave rise to

The 1898's Emmet
centenary poster (fig.8) has

Though
these symbols are still used to represent things Irish they
have been most estensively used for commercial ventures such as
the promotion of tourism and Irish industry, they have been
largely rejected by political parties. Even the harp, the
official symbol of the Irish Government is very rarely found on
political posters, (fig.51, chapter 4, is one such rare

Though republicans and nationalists embraced theexample).
Celtic revival with equal fervour it is clear from the posters
they issued that they wanted any symbolism they used to reflect

of national awareness more than simply a past
The most common symbolic device used to link theheritage.

was to

write
It!! posters which were soldin memoriamformat forvery common

celebratory souvenirs of dead heros such as

Sean
proclamation.

<?z

modern political movements with the gaelic tradition 
Celtic ornamentation with photographic images.

many cultural organisations, which in turn 
produced visual imagery that

commercially as
MacDiarmada (fig.66),

often provided symbolism for 
nationalist and republican propaganda.

a great deal of the symbolism

a new sense

It was a

a signatory of the 1916 Easter week

spawned by the Celtic revival, i.e, shamrock, a round tower, an
Irish wolfhound, pikes, a dolmen, and a Celtic cross.
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More than it has been the
overtly militaristic republican faction that has developed the
use of symbolism Virtually all of this

from the 1798 and 1916 rebellions,
and is

It's most elaborate manifestations
on posters were not designed or produced in Ireland, but in the
United States. Printed in New York in 1918 a poster entitled
If was one of many produced to
raise funds for the republican cause, (fig.67). It has no text

orders or informs,
but is entirely composed of symbols. A song sheet with the
words of the unofficial national anthem

The two Easter week proclamations issuedis the center piece.
by the Republicans are also displayed as prominent symbols of
Ireland's right to self determination. Irish manhood is

fifteen minuet photographic portraits of thesymbolised by some
leaders, and Irish womanhood is symbolised by a picture of

Markievicz in classical pose. The buildings in whichCountess
1916 battles took place are also used symbolically, (thethe

Post Office and the Four Courts have in particularGeneral
There is also a largebecome

shamrock, the
symbol of the 1798 rebellion. Visuala

elements in

$3

more correctly representative of Irish repbulicanism 
than of Ireland as a whole.

symbols of Republicanism).
traditional symbol of Irish Christianity, and a

any other Irish interest-group,

on political posters.
strain of symbolism stems

"A Nation Once Again"

WHO FEARS TO SPEAK OF EASTER WEEK"

of the usual kind that proclaims, announces,

man with a pike,
another American poster published during the Anglo-



as simply as a struggle for
liberty, and as from the smouldering ruins of a

fight for Christianity,
In 1918 a Cumann na mBan poster encouraged the

to symbolise the desire for an
(fig.69). The most dramatic use of

symbolism was undoubtedly the illustrated posters which often
greatly exagerated The most
outstanding example of this is a 1927 republican poster in
which Ireland is symbolised a young woman, and Englandas
is symbolised by a pair of bloody hands about to molest her,
(fig.70). It also symbolises Irish history as a series of
hanged men, an English firing squad, a graveyard and once
again, a burning church (in the right bottom corner of

Of the few symbols commonly used by Irish people to symbolise
their nationality, the Irish flag is the most common. This too

republican symbol, it's inspiration is closely
Many modern political posterslinked to the French revolution.

The I.R.A.

have always
II to symbolise oppression, as in a 1933Union JackII

(fig.71).

fairly common for short print runs.

wh Church in the background, 
(fig.68 ) .

of interest for it's production process. The 
the^blood was coloured in by hand after printing.

was fairly common for short print runs.

simply use
parliamentary parties and militant factions alike.

used the Irish tri-colour to symbolise freedom, and

illustration) .*

as a

is originally a

or romanticized reality.

symbolised that warIrish war,

can be seen

the British
I.R.A. recruitment poster,

"Easter Lily" 
independent Ireland,

*Figure 6D is also 
red for 1-
This practice

wearing of an

areas of green and orange, and this is common to
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I.R.A. recruitment poster is also symbolic
in nature.

Irish. The first font of gaelic type was ironically
commissioned by Queen Elizabeth in 1571, to publish a

Irish culture. This provoked Irish Monks in exile in Belgium
to make another Irish type, which greatly improved on the first
design and became the accepted model for future designs. To
counteract the publications coming from Catholic sources, the
Church of England in 1680 commissioned a farther improved
design, used for the printing of more Protestant catechisms.
"The contest for the souls of the Irish people", writes E.W.

"has at least produced one result for which we may beLynam,
entirely grateful". The reason for the subsequent decline of
the gaelic type from the 1750's onwards is also ironic. When

Irish Catholic Church were legally permitted to print inthe
By 1897 however theIreland, they began to use Roman type.

revived Irish literature so much that there wereGaelic League
fonts of Irish type. A London firm, Messersdemands for new

type designed by a professor O'Brien, whicha
Messers Figgins,became the

Stevens & Co., manufactured all the modern

that wastype

Figgins, produced
standard Irish type since 1900.

"Oglaigh na h-use of the gaelic lettering lettering in 
Eireann" in the 1933

use in print was the most scientific attempt of 
all to develop a symbol of modern Ireland that was essentially

Irish book faces,
used on many posters, including the 1933 I.R.A.

Protestant catechism, and was in no way intended to promote

Indeed the development of a specifically Irish
typeface for

later called R.H.
but Lynam makes no mention of the large wood



recruitment poster. The of Naas used the
same wood type many of their posters, but unfortunately noon
longer The

wood letters.

stamped on it. Once based in college Green, Dublin,
that company no longer operates, but it may have manufactured
gaelic type as well as ornamentation. But Owen Curren,
Research Officer with the Irish Print Union says that as far as
he has been able to assertain no wood type was ever
manufactured in Ireland and that De Little's definately
manufactured some gaelic wood type.

In 1913 the I.R.B.'s director of arms known as
changed the design of the letters and in the
traditional gaelic type, and made other slight reforms that

It was used in the Republican
and manufactured by thenewspaper

He also designed a gaelicin London.

wood, so
that this too was manufactured by the Lanstonso

Co.
one

wasgaelic type,

$6

display face, which would necessarily have been manufactured in 
it is possible that this too was manufactured in wood,

it is possible
The O'Rahilly was killed in the fighting during

possess any of their old letterpress stock, 
manufacturer's

"R"

"Leinster Leader"

Company"

"The O'Rahilly"

However, one small piece of Celtic wood type 
ornamentation from the National College of Art and Design's 
print workshop has the initials of the

greatly eased legibility.
"An Cliadheamh Soluis"

"Irish Print & Engraving

"s"

"Lanston Monotype Co."

Monotype
the 1916 insurrection, and his colleague Joseph Plunkett, 
of the 1916 proclamation signatories, and also a designer of 

later executed. By 1940 (at least) there was

name is almost always stamped on the side of the



Il
H

a wide seen in a

country, it was finally decided in the 1960's to discontinue

H
it easier to read gaelic in the Roman types and so take more
interest in it. That policy had no noticeable effect other
than the extinction of the gaelic type, which was the most
sophisticated and genuinely Irish product of our visual
communications heritage.

The agencies of British rule in Ireland have also made a
contribution to the establishment of Irish symbolism. Apart
from ensuring for posterity the survival of the gaelic letter
forms by producing it's first type, it was also the British who

symbol of Ireland when they introducedfirst used the harp as a
The First World War Britishto Anglo Irish coinage in 1509.it

recruitment posters in Ireland sometimes used IrishArmy
One of these entitledsymbolism.

Irish country gentleman in horseriding attire,
"I'lltelling his

the foreground is a cluster of shamrocks and inIn0 round tower and church, (fig.73).

*

*

a great deal of time and effort by Irish
Governments to revive gaelic as the working language of the

Gaedhilge* poster from that year, (fig.72).
However after

a Gaedhilge evolved from the Gaelic League and 
to promote It is also worth 

with gaelic type were also

"THE REAL IRISH SPIRIT"

manufactured.

go too".

depicts a young
friend who is wearing a British Army uniform,

range of Irish type designs, as can be
Connradh na

the use of gaelic type in the hope that Irish people would find

the background is a



The symbolism that has been used on political proclamations and
their derivitives in Ireland has come from a variety of
sources.

The harp as a
symbol, was introduced by the British pikes, the tri-colour,

Courts, the Easter Lily and the faces of the leaders of the
1916 rebellion, especially that of Pearse, are all derived from
the Republican tradition. Ireland symbolised as a woman
(usually wearing a tiara inscribed with the work Eire) was
developed through the Anglo-Irish literacy revival.

Ironically the tradition of parliamentary nationalism can make

Celtic revivalism, and also from British sources. It can
be argued that his is much to the credit of thehowever

tradition as it si philosophically difficult toparliamentary
of symbolism in propaganda aimed at achieving

of democratic principles amongst variousthe acceptance
The reality of the stress and strain of lifeinterest groups.
community with many interest gropus occurs

*

Throughout history the emotive usages of
have resulted in extreme self-symbolism

*

in always highly 
reduced to symbolism.

in propaganda

symbolism, except indirectly through it's occasional use of
Celtic ornamentation and other symbolism which it borrowed from

Celtic crosses and gaelit 
type are derived from early Irish Christianity.

that occurs in any
romanticized and dangerously simplified when

justify the use

the 1916 proclamation, the General Post Office, the Four

no claim to have contributed anything to Irish national

Celtic ornamentation, wolfhounds, and dolmens are 
essentially symbols of Ireland's Celtic and earlier heritage. 
The shamrock, round towers, churchs,



rightousness and superiority complexes amongst political
interest

Nevertheless the use of symbols is the most basic and
fundamental form of human communication upon which speech,
literacy and numeracy are based. Every culture is constantly
creating new symbols that typify aspects of it's form of
civilization, without .which it could have no cultural or

Some symbols however are essentiallynational identity.
artificial especially those which are the premeditated

For example the Irish tri
colour symbolises

no
This kin of symbolism is morallydesire for such a unity.

because through it ideas become so abstracted that theysuspect
realm of romantic fantasy while simultaneously theyenter the

emperic reality.

of symbolism in political posters issued byThe cautious use
parties (with the exception of the

There are so many interest-

gaelic culture and Ulster Protestantism despite the fact that 
Ireland is only slightly gaelic and Ulster Protestants have

especially by groups that espouse violence as a solution 
to political problems.

*i5

Irish parliamentary
resulted from the Civil War during the maturing

representation of an abstract idea.
a national and political unity of Ireland's

years of 
difficulty of

Irish people are.

are presented as

propaganda that
Dail Eireann), reflects the fundamental philosophical 

the concept of a united Ireland; that is, to

groups. Consequently symbolism posses a serious 
threat to democracy when used in propaganda towards political 
ends,

define who the
groups divided by class, culture, religion, and politics, that



the use of symbolism
these divisions. Political parties usually want at least to

For politicalappear to be open to all sectors of society.
the promotion of democracy and political

unity on the island of Ireland the appropriate use of symbolism
is a permanent dilemma.

* 

*

on political posters usually emphasises

parties intent on
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servitude and economic exploitation of Ireland.
3. Because, as history proves, it is only when Irishmen are 

organised, trained and disciplined, and armed as soldiers that British 
aggression can be successfully defeated.

4. Because the I.R.A. is the National Army of Ireland.
5. Because the I.R.A. is true to the teachings of Tone, Emmet, 

Mitchell, Lalor and Pearse.
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n CONCLUSIONS

oppose conscription , to publicise injustice, to raise funds,

to call meetings, to threaten and to subdue, to insight

violence and rebellion and to appeal for peace. The most

politically significent use of a proclamation in Ireland was
the declaration of a Republic by the leaders of the 1916

By far the most common use has been to seek votesrebellion.
This must rank as the second mostat election times.

interest groups
adult population and more than any other factor decidesentire

structure of the country.the political

The tactics

as
Initially these tactics were

but this

0 This

change
texts predominated but judging from the1898 longAtstudy.

0 National Library of Ireland (which is the

largest
collection

of it's

employed for all the various uses of this medium, 
the introduction, are (i) self promotion (ii

in the
kind) it would seem that the use of the

*

r

gave way
took place

mentioned in
repudiation of opposition.

through intimidating legalistic language, 
of emotive slogans and symbolism.

politically significent use because the choosing between
(in itself a political act) involves almost the

Proclamations, and the broadsheets, handbills and pictorial 
posters that derived from

authority, to promote law and order, to recruit soldiers, to

them have been used in many ways and 
by many interest-groups in Ireland between 1898 and 1948. 
Amongst other things they have been used to establish

practised
to the use

in Ireland during the period covered in this



Proclamation format for political propaganda ceased sometime
during the 1930's*.
less to the present day are

popular format. Following the 1916 rising the
of symbolism flourisheduse political posters especiallyI on

those of a republican nature. The caustic sarcasm and blatant

I irreverence displayed by republicans and nationalists towards
one another during the decade following the civil
rise to the most intense
ever seen in any period of Irish political posters. In
comparison to the vague messages so prevailent in political
posters of the 1980's, these seem quite incredible and can onlyI be appreciated and understood in the context of the bitterness

M prevailent in Ireland in the wake of the Civil War.so

75"

*Neither the ' 
Dail Eireann 
records of 1 
no 
announce

use of symbolism through illustrations
war, gave

By the 1920's long texts were already 
common than short slogans which 

still the most

Government Publications Office, the library in 
n nor the Department of Communications, keep 
proclamations issued by the Government. They have 

r-nrcl of any form of proclamation issued to celebrate or r._ , the foundation of the Irish Republic in 1 948. It is 
Tv improbable that any was issued, not just because the 

y f’ e of issuing proclamations seems to have ceased in theC hub also because any such proclamation might have been 
193 ? a dishonour to the "original" foundation of a 
viewed as 916 proclamation. The proclamation
TePub?T ^ = ionally still found on public notices warning 
format is oc terlng army rnages, or hunting in wild life 
people aga most of these tend to have survived because
sr“e °£ “a”el Si9nS-
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I
I The 1932 election political

'43 and 148 elections were fought
c psoters.

I of DeValera and
Cosgrave. portrayed throughI other media, to have become for the voter
more

Today the only form of illustration to be found
on the political posters, of the main parties is colour
photographs of the politicians themselves.

I
Thus in terms of design formats there are three basic

Firstly there was the proclamation from whichcategories.
evolved the second category, the broadsheet, and thirdly thereN All are unquestionably part of the

The products of that tradition are of
part of Ireland's visual heritage.

Mc-n have been
often found on Irish politicalsovery

posters
Itto argueenough

to recognise that they are the visualhoweveris more
ofby-products

Ireland they functioned as the broad
ideas and images that have not onlyof thedisseminator

also played

It is not known
reflected but have

how great

important
Irish history and that prior to the development

Of the pictorial posters that 
most were large photographic images 
Subsequently elections have been 

political posters and

a part in forming Irish history.
or small an impact this genre of

same tradition.

The 1937, 
mainly with typographi 
did occur,

an option between party leaders than between political 
philosphies.

(especially up
the importance of preserving these items.

strongest in the written and spoken word, thus the

was the illustrated poster.

significant value as
Ireland's contribution to the arts is commonly perceived to

of mass media in

colourful language
the the 1932 general election) is reason

marks the peak of the illustrated
poster in Ireland.



I

propaganda has had

the anti-I and the Ulser covenant. However as this

I that politions at
affect popular opinion. As political

posters were

their purpose become redundant with the passing of an election
How may interesting posters have

vanished without trace is merely open to conjecture. Luckily,
enough survive to represent all the major periods and most of■

They are the remenents of designthe important events.■ practices and production technology that is now obsolete due to
the emergence of photo-typesetting and other high-technology

Many

ofII have a remarkably strong visual impact. In

H other words
true when the message they carry has been

for this
the designer the opportunity to use bold typeusally afforded0 traditional proclamation however, is anTheand images.

it's format was specifically suitedthis because

to long texts.

77

propaganda still exists it is obvious 
least believe it does

printing processes, and of specialist design practices.
the old political posters have very pleasing aesthtic

This is especially
short slogan or an uncomplicated image,reduced to a

or the ending of a war, etc.

exception to

never intened to be precious or unique they have 
been regarded as novelties that simply become rubbish once

qualities and some
their visual force often trancends their function.

on Irish politics and history except in 
specific ases such as the 1916 proclamation, 
consctiption pledge, 
kind of



I

Ironically it is

attractive. symbolism are still

I
that most Irish people have

a of the in the 1960's and also the somewhat oppressiveI.R.A.■ in which (until very recently) the Irish language has bemanner
in schools.taught

Since 1848 the tradition of Irish political posters has been■ affected by new forms of media. The main political partis nwo

H
propaganda.N banned from the popular media, these factionsunionism is

other forms of visual propaganda.continue to produce
in Northern Ireland, has flourished and isGraffiti,
Black flags are synonymous with theoften very

The I.R.A. stillmourning of a

most well known is the symbolic use of the

face of the
(i.e,

occasionally
to print

republicanism, both of which are associated 
with controversial minorities, 
mixed feelings about them.

that are peculiar to Irish 
that most people today would find least 

Gaelic type and republican 
occasionally used, but they 
language and with

especially

magazines, radio and television for the bulk of their
However as milatent republicanism and milatent

"Tiocfidh ar

onlu issue posters at election times, and use newspapers,

The reasons for this are quite 
complex but the main influences are the continuing confusion of 
attitudes towards the 1916 rising, the civil war, the revival

are so synonymous with the Irish

printer
have evolved. The

famous hunger-striker Bobby Sands, and the slogan
"Our day will come").La!”

elaborate.
member of the I.R.A.
issue posters (though it is an offence for a

for them), and new emotive symbols and slogans

the characteristics
political posters



n
The political

in the production and design of
Political proclamations and their derivatives, gave rise to
many new propaganda styles within the medium. Though the

tactics will always remain the i. e, praise of a cause orsame,
styles and formats will

continue to be visual reflection of Irish history at least for
as long as political interest-groups fail to find a mutual
agreement on the issues of nationalism, republicanism anda unionism.

■
■ before any such agreement is arrived at.

“77

today, through books, newspapers, and posters etc, will have 
been replaced by other forms of communications technology

events that occured between 1898 and 1948, 
combined with the advances

However, it may happen that printing as we know it

vilification of it's alternatives, new
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INTRODUCTION

one

GS

4.

The twentieth century has witnessed the internationalisation of art. 
No longer are we the isolated Irish or British school. A major artist 
is an international figure, and major movements are international 
movements. This has been the century of schools and 'isms' and such a 
profusion of styles that in the eyes of art historians only the 
biggest and most important movements will be constantly recorded and 
recal led.In the international context of Picasso and the German 
expressionists it is inevitable that more local artists and the 
smaller movements should be overshadowed. But to the British or Irish 
historian it is important that the native schools are not forgotten, 
however small or insignificant they may be in an international 
context. Their influence on native artistic activities is always 
worth documenting and they are important for the art they produced as 
well as an expression of the social and cultural climate of the time.

Robert Gibbings does not rank in the international classifications.
His name is not immediately familiar. Yet his work as a graphic artist 
throughout the first fifty years of this century is of unquestionable 
local significance. His achievements as a wood-engraver and book

The British wood-engraving revival in the first thirty or forty years 
of the twentieth century is a good example of a movement which was 
not of tremendous international significance but should be remembered 
as an important period in the history of our own vernacular art.It 
emerged at the time when Wyndham Lewis and Vorticism were 
establishing a reputation. From 1913 to 1920, Edward Wadsworth, i 
of Lewis's group, worked on a series of wood-engravings based on 
industry and engineering (Fig. 1). His work is an early example of 
the use of wood-engraving as a creative process, but Wadsworth was 
not essentially concerned with wood-engraving as an art in itself, 
but only as a tool to serve his purpose for a while. The English

wood-engraving revival emerged very independently of Vorticism or any 
other international movement. It was genuinely local school and grew 
from a group of Central School graduates.
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[fig 1) Edward Wadsworth: In Dry Dock, 1918
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designer introduced a whole new audience to good quality art and 
design, educating their aesthetic sensibilities. His work as an art
director with the Golden Cockeral Press and later. Penguin books, 
heightened the awareness and appreciation of good design amongst both 
publishers and their public alike. I wish in this monograph to 
highlight his achievements as an engraver, designer and art
director, and remember him as one of the finest British graphic 
artists of this century.

It is impossible to analyse the sucess of 
illustration or decoration when it can be seen only in isolation, 
is not what Gibbings would himself have intended.

Gibbings, born in Cork in 1889, was a multi-talented man whose skills 
ranged from book design and decoration to wood-engraving and to 
writing. Because of the scope of his talent to categorise him is both 
difficult and confusing. I want primarily to examine his work in the 
context of graphics - of visual communication and design. I do not 
see Gibbings as a fine artist. His wood-engravings were fundamentally 
illustrations or decorations and as such differ from some of the work 
of his contemporaries. Eric Gill and the Nash brothers were much more 
interested in wood-engraving as a means of self-expression. Books and 
literary communication were inextricably linked with the engravings 
of Gibbings,and the constraints of the letterpress were one of the 
greatest directional influences on his work. Gibbings’ art was of 
significance as an aesthetically satisfactory solution to all these

related problems and constraints. His art cannot be fully appreciated 
except within the context of book production. It is much to the 
detriment of the books by Patience Empson and Thomas Balston that 
they virtually ignore the typography and book design of Robert 
Gibbings and concentrate almost exclusively on his wood-engraving, 
looking on them as an end in themselves. Once his involvement in book 
production began Gibbings very rarely produced independent wood
engravings. One of the great difficulties in researching his work has 
been finding reproductions of his engravings within their intended 
typographical context.

Patience Empson and Thomas Balston give satisfactory biographical 
outlines of the life of Gibbings. Their quite limited texts 
complementing the collections of wood-engravings give a general 
introduction to the work of Gibbings the engraver. Albert Garrett 
places him in the context of the Wood-engraving School. It is on his
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engraving as an element of book-production that I wish to elaborate. 
I will draw a picture of Gibbings the graphic artist and designer.

in particular to begin this work since Gibbings was an Irishman and 
one of whom we can justly be proud.

It is because Gibbings has been regarded purely as a wood-engraver 
that his reputation has waned. His wood-engraving is of outstanding 
quality, but of a quality which grows from the constraints of book
production. It must be seen as such to be fully appreciated. As an 
engraver alone he falls foul of art historians who dismiss him as a 
mere illustrator. To book critics he is an author and his engraving 
is of peripheral interest. It is up to the historians of graphic 
design and visual communication to knock the dust off the reputation 
of Robert Gibbings. And it is the responsibility of Irish historians

Between his birth in Cork in 1889 and his death in England in 1958, 
the full and varied life of Robert Gibbings can be broadly divided 
into three phases. The first, which lasted until 1924, sees Gibbings 
set foot upon the wood-engraving path, along which he became a 
founder member of the Society of Wood Engravers in 1919. In 1924 his 
life took a fresh turn and his engraving became permanently linked 
with book production. Gibbings purchased the Golden Cockeral Press 
and became an art-director in the best modern sense as he co-ordinated 
the production of superb books for the following nine years. And in 
1933, on the sale of the Press, he began his third and final career 
as an independant designer, illustrator and writer. During this final 
period, which lasted until his death in 1958, he reconciled all the 
conflicting elements of book production and enjoyed his greatest 
achievments. He died a successful and highly-regarded artist whose 
place in the history of British graphic art must be guaranteed.



CHAPTER ONE

Resourcefulness was always one of Gibbings' strongest qualities and

Robert Gibbings was born on March 23rd 1889, a son of the Reverend 
Edward Gibbings, Canon of Cork Cathedral. He was educated locally at 
day and boarding schools and his first attempt at a career brought 
him to Cork University where, after passing his first year Arts 
examinations he subsequently failed his first Medical examination 
three times in the next two years. Obviously not cut out for an 
academic career, Gibbings eventually decided to follow his natural 
inclinations and became a late recruit to the artistic profession, 
much against his father’s better judgement who feared both a pauper 
existence and the immorality of drawing nude women. Nevertheless the 
Reverend Gibbings did nothing to stand in his son's way, but the 
financial aid which he could afford could buy only lessons from a 
local landscape painter, Harry Scully RHA. Not until Gibbings was 22 
did he eventually get the money together to go to London and study at 
the Slade. Henceforth his career was in England but the importance of 
Cork and the Irish env ironment on his subsequent work cannot be 
over-estimated.Gibbings was always an intensely spiritual character, 
or, as he put it himself, 'a close to nature fe 1 low'C* 1). His temperament 
was fostered unimpeeded during those first 22 years of his life when 
Gibbings had time to ramble and observe and develop a life-long 
interest in the detail and richness of ordinary everyday life and his 
env ironment. Like so many of his fellow Irishmen- Kavanagh, Joyce 
and Jack Yeats- he never lacked inspiration since he had learned to 
tap the most infinite of all artistic resources.

in order to get together the money for study in London he sold a 
heifer and reared some pointer pups. Off he went, armed with a three 
guinea commission to design a book-plate for a local lady. Arriving 
in London he attended classes at the Slade and without delay designed 
the book-plate. But there was something obviously lacking and all 
Gibbings could do was hope that his line might be reinforced by the 
platemaking. Instead, the platemaking served to underline the 
weaknesses. The design looked worse. Displaying a degree of self- 
criticism and a desire for perfection which were to become a hallmark 
of his work, Gibbings decided against posting the designs. 
Discounting the financial loss he took the plate along to the Slade
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In 1905 Noel Rooke became a teacher of book illustration at the 
Central School and in 1912 was permitted to teach wood-engraving.

Noel Rooke was the father figure under whose eye most of the eventual 
exponents of the wood engraving revival were to flourish. Noel Rooke, 
together with Eric Gill, had been a student in the new calligraphy

and asked for advice. It proved one of the best investments of his 
life. There he was ruthlessly told that his line was 'weak and 
virile'(*2), an extraordinary comment in the light of his subsequent 
outstanding draughtsmanship. But, one of the most important jobs for 
an artist is to find a suitable medium, without which all the talent 
in the world can be wasted. Gibbings was recommended to go to etching 
classes in the Central School of Art. There he resurrected the 
bookplate fiasco but, more importantly he recognised the quality of 
the medium and its potential for lending strength to his drawing. 
Although his financial resources fell far short of his unlimited 
energy and enthusiasm, Gibbings calculated that on top of his life
drawing at the Slade and his etching at the Central he could still 
just afford the fee for.2 half-days in the Central's design class. 
There he was instructed by Noel Rooke and his career took a new 
direction which was to lead him to all his future sucess.

class at the Central School in 1899. The teacher was Edward Johnston 
who made the simple and fundamental discovery that the nature and 
form of a letter is dictated by the form of the tool used to make it. 
This discovery led to the foundation of modern calligraphy. For Rooke 
and Gill it was to alter forever their concept of type. Rooke applied 
the same principle to another form of expression - wood-engraving. 
Rooke, at the time when so many artists were dissatisfied with the 
status to which wood-engraving had been reduced by the Victorian 
technicians, redefined wood-engraving. By his own reckoning an 
engraving could only be an original work of art if it was designed 
and executed by one man, burin in hand, with the tool and the wood 
working together to dictate the eventual manifestation of the idea. 
Rooke had invented a burin-designed technique which depended upon 
white line as opposed to the black-line facsimile reproduction 
techniques of the nineteenth century Victorian engravers.His own work 
is an example of the freedom and simplicity, the strength and 
boldness offered by this form of engraving. Zinal Rothhorn (Fig 2) 
merely a massing of black shadows which strikingly denotes the 
snowbound mountain landscape in all its expanse.
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Robert Gibbings was one of the fortunate artists who found a medium 
with which he could reconcile his skills and his style to perfectly 
interpret his subject. Gibbings was the archetypal twentieth century 
engraver who utilised the innate qualities of both wood and graver to

Henceforth he instructed his pupils in accordance with his own 
concept of engraving and from their ranks sprang the new twentieth 
century wood-engraving revivalists.

In 1913 Gibbings was back in Cork for his holidays and was free to 
indulge his interest in nature. He began to see his environment in 
new light. The fields of cows and pigs were now material for the 
engraver. In his brief recollections he tells a captivating childhood 
anecdote about practically asphxiating his science class as he burnt 
the trimmings from their cow 'Spot's' horn. But Spot was also the

capitalise upon his own skills of draughtsmanship. The Victorians had 
forced wood into subservience while they produced fine line drawings, 
instead of acknowledging the potential for fluidity and naturally 
harmonious line within wood. Gibbings worked together with his medium 
and used its qualities to determine the ultimate form of his 
expression. This is a fundamentally modern characteristic and the one 
to which much of the freedom and creativity of modern art can be 
attributed. In the early nineteen hundreds it was still a very new 
idea. But wood-engraving is a difficult craft and one which demands 
much skill and practice. It demands quite different, and possibly 
less rapidly acquired skills to painting and sketching. Robert 
Gibbings begins his Reco 1 lections*(3) with the phrase 'festina lente1- 
make haste slowly. Despite his eternal enthusiasm and energy, it was 
his belief in this philosophy which made him such a suitable student 
of wood-engraving. He was the first to acknowledge his own technical 
limitations and hence worked within the limits of his abilities at 
all times, gradually increasing his experience and developing his 
repertoire of subject matter accordingly. Just as a photographer must 
learn to see with the eye of a camera, and a painter always with a 
paintbrush in mind, so must a wood-engraver learn to spot subjects 
sympathetic to the wood and graver. Gibbings had an engraver's eye. 
From the outset he could pick out subject matter suitable to his 
level of expertise.



[fig 4) The Crest of a Hill, 1913

(fig s) The Two Pigs, 1913
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[fig 5) A Street in Macedonia, 1920
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subject of one of his first engravings.
"It was one day while looking out of a rectory window that I noticed 
her on the grass chewing the cud, and, liking the pattern of her 
markings, I made a drawing of them in simple black and white, no 
attempt at lighting. That evening, looking at my drawing, I thought 
"that makes sense with wood-engraving". I hurriedly wrote to London 
for a block and when it came I engraved it. Then, using an old 
letterpress from my father's study, I took proofs. That was really 
my first wood-engraving".

Gibbings returned after the holidays to London for another session at 
the art colleges before war broke out and he was to sign up with the 
Royal Munster Fusiliers. He got himself a commision and was a well

In 1918 he was invalided out of the war

Also amongst his earliest wood-engravings are The Two Pigs and The 
Crest of the Hill (Fig.s 3 & 4) both essentially siIhouettes,thus 
rendered to overcome the difficulties with shadow as the animals 
persisted in moving about. These simple silhouettes are the most 
elementary form of wood-engraving but, nevertheless are essentially 
free from any lines drawn initially on the block.They are 
unquestionably burin-designed and therefore very much a product of 
the new school of thought. Here we have the simple massing previously 
seen in the landscape of Noel Rooke, and before that in the 
pioneering work of the Beggarstaffs. It was probably the Beggarstaffs 
who first brought to the commercial art world this new love of wood, 
of its inherent tactile and personal quality.Gibbings had, in common 
with Rooke and the Beggarstaffs, a capacity to see subject matter in 
terms of black and white masses, in terms of light and shade, 
positive and negative shapes.

and again turned his attentions to wood-engraving. His days in the 
army had been constructively spent and his note books were full of 
material which he could now put to use. His visits to Malta and the 
whole Mediterranean area had filled his mind with images of light, 
shade and pattern. Once he allowed the pattern to take priority over 
the subject matter,Gibbings began to develop as a genuinely 
innovative engraver.Working with black and white masses he avoids the 
technical difficulties of handling the light with which the burin 
infuses the wood and yet builds up strong patterns of light and shade 
suggested by the fall of light on rectangular Mediterranean houses. 
A Street in Macedonia (Fig 5) is completely free from any detail
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(fig 6) Dublin under Snow, 1918
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and it is only the skillful handling of black mass that creates the 
striking impression of houses. In lending importance to shapes and 
pattern Gibbings reinforces the expression of the subject.

"Here it was that I began to see the strong patterns of light and 
shade on rectangular houses almost in terms of music - major chords 

small windows or archways as the accidentals. The 
proportions of the rectangle were important in themselves: they were 
equally important in relation to adjacent shapes".

Cubism is one of the rare exceptions where a parallel may be drawn 
between the wood-engraving revival and the major international 
movements. Wood-engraving is an essentially linear dicipline and 
of the foundation principles beneath the new movements were not 
workable in wood, a medium so totally different to paint.

the line of demarcation is often so faint that it is all to the good 
if it can be omitted and the variety in plane or perspective 
expressed by other means. An accidental shadow, or a window or 
doorway, may give all that is needed of def inition" .(*4)

While now we are so familiar with work in black and white, Gibbings1 
work was original at a time when such massings of blacks and whites 
was not common. At the time of Dublin under Snow Gibbings, quite 
remarkably, had never encountered any Cubist work. Thomas Balston 
notes: 
"In it he had succeeded in imposing an almost cubistic design upon 
fundamentally impressionistic conception without sacrificing 
atmosphere or texture." (*5)

Dublin under Snow (Fig. 6) is a fine example of his discarding of 
all irrelevant detail and his progressive move towards abstraction 
and design. Here we see the first evidence of the vanishing line 
technique whose invention is attributed to Gibbings. Wherever one 
plane is partly in front of another he discards the boundary line of 
the front plane and leaves it to the spectator to imagine the 
completed shape and seperate planes.

"Where one white surface, such as of snow.
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Clear Water

Evening Sunshine

is.

spectators imagination, with solid black mass guiding the eye towards 
the direct conclusion. Light is of fundamental importance in these 
engravings. Gibbings is preoccupied with the relationship between 
space and solids, with light as a physical manifestation. Beginning 
with an empty woodblock, he engraves with the burin, al lowing the 
white light to permeate and redefine the form. Light is never 
negative. In Evening Sunshine virtually luminous light is equally 
positive and important in defining the form as is the black shadow. 
This concept of physical light was the keystone of the wood-engraving 
revival.

Walls Solonica (Fig. 7) where Gibbings again employs the vanishing 
line, this time using only the black planes. He has taken quite a 
step forward from Zinal Rothern (Fig. 2) of Noel Rooke where lines 
are still drawn to delineate the outlines of the slopes against the 
sky. Evening Sunshine (Fig. 8) by Gibbings deals with similar 
subject matter and Gibbings allows himself use only solid shadow to 
express the form of the mountain. There is no outline. Similarly in 

(Fig. 9) the form of the girl's arms are left to the

Thanks to the teaching of Rooke and to the working example of artists 
like the Beggarstaffs, Edward Johnston, Lucian Pisarro and Gordon 
Craig, all of whose engravings display the burin-designed technique, 
the upcoming generation including Gibbings employed the expressive 
white line technique. At this time the Society of Painter-Etchers 
existed but Gibbings, realising the need for a wood-engraving society, 
soon took the initiative and organised a meeting between himself, 
Lucien Pisarro, E. Dickey, Noel Rooke, Sidney Lee and Philip Hagreen. 
It was as a result of this meeting that the Society of Wood Engravers 
was formed in 1919. It was agreed that the members should meet in 
each other’s studios and this practice was maintained into the 
nineteen seventies. Eric Gill, John Nash, Gwendolen Raverat, Sturge- 
Moore and Gorden Craig - all modern engravers - were invited to 
foundership and accepted. Thus was the establishment of a group of 
artists who sought to revive wood-engraving and develop it as a 
proper artform. At a time when art had broken its traditional 
boundaries, the wood-engravers sought the use of the technical 
limitations of wood-engraving to produce a personal, sincere style. 
They sought limitations and boundaries as a means of forcing more



19.

(jig 8) Evening Sunshine, 1920



(fig 9) Clear Waters, 1920
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press, 
artists, 
and decoration" .(*6)

The exhibitions of the Society of Wood Engravers were to become 
important part of the British arts calendar.Gibbings,as first 
Honarary Secretary did much to promote the activities of the Soceity 
and was actively involved in organising tours and visits to regional

This latter statement was particularly relevant as the majority of 
members would eventually engrave for book illustration. Gibbings in 
particular pursued this subject and virtually subordinated his wood
engraving to the overall design of the book. His endeavours as an art 
director kept him closely in contact with the more fine art 
orientated engravers and helped co-ordinate the relationship between 
the publishing and printing houses and the illustrators and 
designers.In the more immediate future his association with the 
Society of Wood Engravers and his contributions to their exhibitions 
helped disseminate the modern engraving concept amongst the general 
public and won approval which marked a change of aesthetic opinions 
from the Victorian days.

intense expression. Their approach was diametrically opposed to that 
of Expressionism, one of the great international twentieth century 
movements, but their objective was similar. The society's policy was 
laid down in a resolution expressed by Gill:
" The purpose of the Society is to hold exhibitions devoted solely to 
wood-cutting and engraving by the European method. Membership of the 
Society is confined to th°se who use the European method of wood
engraving. This method, distinguished from the Japanese or Eastern 
method by the fact that prints are obtained by means of a printing 

is suitable to the tradition and temperament of European
and is of greater utility in connection with book production

galleries so that the engraving would be seen by a wide audience. The 
first exhibition in the Cheni1 Gallery in Chelsea was a resounding 
popular and critical success. Gibbings was one of the biggest 
contributors. In the first exhibition in 1920 he contributed his war
travel inspired prints. His work was noted for its energy even within 
the confines of small format. The Prints exploited the effects of 
engraving, not the effects of drawing. In an article in The 
Architect of 1920 Eric Gill wrote: 
"The modern world has been led to attabh an absurd value to mere 
representation and to judge all works from a mere imitation of 
natural form. There is however, at the present time, by the mercy of
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God, a tendency to realise again the intrinsic value of a work of art 
as opposed to its extrinsic or sentimental value, and, in this 
matter, wood-engraving is especially valuable, for the exact 
imitation of nature, which in painting or etching is comparatively 
easy and natural, is in wood-engraving both difficult and unnatural. 
The wood-engraver is forced by his material to have some respect for 
the thing in itself and to place an absolute value upon the art of 
drawing".

Gibbings ability to use the medium was evident when he exhibited in 
the 1920 show. His work was a commercial success and didn't pass 
unnoticed by the world of industry. Profitable commissions came the 
way of Gibbings. He worked on illustration for Enos Fruit Salts , 
and executed a series on London Bridges for Findlater's Port. It is 
interesting to compare Gibbings' 1920 London Bridges (Fig. 10) with 
the The Two Bridges (Fig.11) of 1914 by Noel Rooke. Rooke displays 
a technical competence in his rendering of light on the foliage, 
stonework and water of the scene. But his approach is more realistic 
than that of Gibbings who is at this stage still preoccupied with the

massing and abstraction of shadow. Here Gibbings displays an 
energetic and unrefined strength which balances his comparative lack 
of technical skill. In later years he consistently redefined his 
massing of shadow but retained a perfectly harmonious engraver's line 
while treating his subjects with more detail and realism. The London 

series are less geometric and regular than the earlier war 
engravings but are still essentially of the silhouette style.

With his commercial work there is a problem finding reproductions. 
One poster is included in the collection of the Victoria and Alberts 
Department of Prints and Drawings (Fig. 12). Printed from colour 
woodblocks, it measures 29 1\2" x 19 1\2" and displays a capacity to 
use the poster format effectively. Gibbings frames a simple blue and 
green lake scene within strong black silhouetted tree shapes and uses 
a bold, bright yellow to set off the entire picture. The only type is 
a large, simple "WISLEY" printed at the base of the picture. It is 
a simple and effective, if not a revolutionery poster for the 
Underground Electric Railways Co. of London. Had Gibbings been born 
twenty years earlier he would have probably have jumped quite 
effectively on the poster bandwagon which rolled freely through the 
artistic circle at the turn of the century, recruiting such artists 
as Cheret and Lautrec in France, the Beggarstaffs and Hardy in
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England. It was the profits that accrued from such commissions that 
enabled Gibbings to produce his own book in 1921. Beautifully printed 
by the Baynard Press, Twelve Wood-Engravings consists of small 
works in the style of the 1920 exhibits. They represent the 
perfection of the silhouette style developed as 
technical limitations. One of the engravings. Scraps (Fig. 13) is 
an example of the competent handling of light within this simple 
style. A women feeds scraps to the hens. The black areas are very

However, commercial success was, through no fault of Gibbings, very 
short-lived. Recession in 1921 saw a widespread tightening of belts 
and Gibbings soon ran out of commissions. Before long he was looking 
for bookwork. In 1922 he illustrated Erewhon (Fig. 14) for Jonathan 
Cape. For the first time, Gibbings expands upon his technique of 
simple silhouette and introduces an element of white line into his 
solid blacks. He discovers the white line method of achieving texture 
and depth. But in Erewhon the result is not at all conclusive and 
in fact the illustrations drown in the gapbetween two styles. Gibbings 
has departed from the sound, silhouette style. But where he was in 
silhouette an accomplished master, he is with white-line engraving, 
complete novice. The Erewhon vignettes lack the boldness of the 
earlier work. They are not completely suggestive but try instead to 
present detail of texture and form. They fail to achieve this and 
seem much more "ordinary" in the light of the accomplished silhouette

minimal - the half-door, the fencepost, the hut 
gives such a strong light that this might well be a snowscene. 
The black outline contains the elements and completes a very striking 
scene rendered with the utmost simplicity, 
has no text. The pages are rough edged and stitched-bound in a grey/ 
brown cover. The simplicity of the book is another example of 
Gibbings1 ability to accept his own limitations. He knew little about 
book design but had a natural sympathy for the form and chose not to 
interfere where he was ignorant. Some of his engravings are composed 
within rough frames; others like Evening Sunshine (Fig. 8)stand 
freely in the white expanse of the page. The table of contents is 
appropriate - no dots or lines or rules or borders. This first 
endeavour in book production was a significant signpost towards the 
subsequent career of Gibbings.
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happy and there is an absence of the harmony which was later to 
become such a feature of Gibbings' work

Gibbings worked at his book under difficult circumstances. His income 
depleted, he and his wife were living with his inlaws. Gibbings' 
puritanical' father-in-law would have found the subject matter of the 
engravings preposterous. It was extremely distressing when Mrs.

work. But the doors had been opened and Gibbings had found himself 
with the potential to engrave with the firmness and cleaness which he 
sought. But it would take time,with patience and perseverance. He was 
eager to progress:
"But eagerness when not controlled may be more of a curb than a spur. 
Looking back now, it seems that the desire to do well put a brake on 
my ability to do so".(*8)

His illustrations for La Vie de la Dames Galantes in 1924 are more 
attractive examples of this moulding technique. The hatching lines 
are finer and less rude. But still the overall effect is not 
convincing. In Fig. 16(b) the shadow on both the naked body and the 
back of the onlooking figure seem completely detatched from the rest 
of the body. The three dimensional effect intended is lost. Fig. 
(a) is more successful but here Gibbings is resorting to an outline 
while still retaining heavy black shadow. The mixture is not entirely

The early twenties were a time of creativity and experiment. As 
technique improved Gibbings extended his repertoire of subject matter 
and style. On the SI ip (1923) (Fig. 15) displays futher development 
and in it Gibbings moulds white figures out of black shading. The 
result is interesting but again falls between two poles. Having 
departed his silhouette phase it is as if Gibbings sees clearly what 
he wants to achieve but is as yet unable to achieve it. The figures 
in On the SI ip have a rudeness which even the most basic of the 
earlier silhouettes could avoid. Gibbings is experimenting very 
healthily with technique and does not suffer by what might seem a 
temporary regression in his work. Any progressive artist will 
consistently juggle the constituents of his art to seek an 
improvement.
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he said. if you like
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Gibbings visited the Press and bought it. With his remarkable energy 
and enthusiasm he jumped into the thick of things and found the 
perfect vehicle for his interest in book production. This enterprise 
was to prove rich in personal satisfaction and achievement but poor 
in financial reward. It was above all an experience. Gibbings had 
embarked upon a new career.

Harold Midgely Taylor of the Golden Cockeral Press contacted Gibbings 
to cancel the commission on account of her husband's illness. The 
press was being closed. Gibbings recalls the incident where Herbert 
Pike, an old friend from Ireland, appeared on the scene and asked: 
"Why don't you buy the press? It's just what you want". 
"Haven't got the money", Gibbings replied. 
"I'll lend it to you," he said. "Go down on Monday and, 
it, buy it".(*9)
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The Golden Cockeral Press had been established in 1920 by Harold 
Midgely Taylor at Waltham St, Lawrence. Taylors intention was to get

Gibbings now had the opportunity to pursue his interest in the 
printed book as a whole. For the next nine years he was in control of 
the design and manufacture of seventy two books. Forty eight were 
decorated, nineteen by himself, nine by Gill and the remainder by 
thirteen others. He worked constantly as an engraver, book-designer.

The relationship between wood-engraving and book production was 
always a close one during the twentieth century revival. Noel Rooke 
learned his most important lessons in conjunction with type and then 
applied them to engravings. There was a whole new printing movement 
as publishers sought to escape from the monotonous and unimaginative 
technical illustrations of the Victorians. William Morris was the 
outstanding figure in the late nineteenth century private press 
movement, while Ricketts was the major force in the commercial ; 
the predecessor of the Golden Cockeral. While Morris's Chaucer 
acclaimed as the principle of the Arts and Crafts movements' 
achievments, the engravings in this Kelmscott edition were exactly 
the type of reproductive illustration which brought down the name of 
wood-engraving. Chaucer (Fig. 17) was a uniform grey and succeeded in 
initiating a uniformity in the printed book but did not help the 
artist to produce the kind of books which were to feature in the 
twentieth century revival. But Morris and the Arts and Crafts 
movement stimulated a lot of interest in well designed books amongst 
both private and commercial publishers. It was Purer's concept of the 
artist designed and produced book which was to be adopted by Gibbings 
and his contemporaries. It was probably the Beggarstaffs in the first 
decade of the century who made the first steps in this direction with 
books designed entirely by themselves, using hand-cut illustrations 
and type printed from wood onto coarse, tactile paper, (Fig 18).

young authors who he thought would work as a team to set up the type 
for their own books, do the printing and the binding, and so minimise 
the costs. This idealistic enterprise was not financially successful 
and soon Taylor employed tradesmen to do the printing. It was in this 
form that Gibbings bought the Press in 1924.



s

<

tl

%

u

«

§B

R£<S

J?

2/ / '■./ 

iffi

The Kelmscott Chaucer, 1896

34.

||

J'fow God that sit in magcstcc 
fro dccdty woundcs Iscpc me, 
If so be that be wol me obete;
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"Che daunccd than y/ended were; 
for many of bcm that daunccd there 
«Icrc with bir loves wentawey 
Under the trees to have bir pley. 
JgS^pg, (ordI they lived lustily!

3rcr f°ot wcrc hc» 9‘bcrly, 
WllW "Chat nolde, bis tbankes, swicb lyf 
ledel
for this dar I scyn, out of drede, 
That wboso migbte so we I fare, 
for better lyf tburte him not care; 
for tber nis so good paradys 
Hs have a love at bis devys.

UTZ of that place wenteXtbo, 
Hnd in that gardin gan 1 go, 
pleying along ful merily. 

"Cbc God of Love ful bastely 
' Unto him Swetc/Lolungclcpte, 

J^o lengcr woldc be that be liepte 
his bowe of golde, that sboon so bright, 
he bad him bende itanon/rigbt; 
Hnd be ful sone it sette on ende, 
HndataDraidbegan it bende, 
Hnd took him of bis arowes f yve, 

IZban badde X wil to goon & see ful sbarpe and redy for to dryve. 
"Che gardin that so lyked me, xr— *u '--------

\ Hnd token on these faire lorcres, 
' On pyn/trees, cedres, and olivcrcs.

1

Rave litel thought buton bir play. 
JtONll Rir temman was bisydeatway, 

Xn swicb a gyse, that be bir Inste 
Static tymes that him tiste, 
That at the daunec migbte it see; 
■Cbcy make no force of privctcc; 
for wbospak of bcm yvclor wet, 
Cbey were ashamed never a del, 
But men migbte seen hem kissc there, 
Ho it two yongc douves were, 
foryongwas tbillic bacbclcrc. 
Of bcautcwotXnoon bis pcre;
Hnd be was right of swicb an age 
Hs Youtbc bis tccf.and swicb coragc.
^S^i^RG lusty foils thus daunccd there, 
j/jgsijl Hnd also other that with bcm were, 

Chat weren a tie of bir mcyncc;
ful bende foils, and wys,and free, 
Hnd foils of fair port, trcwcly, 
Cher weren atlc comunly.

RHJVX badde seen the countc- 
naunecs
Of bcm that laddcn thus these 
daunccs,

o
>
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(fig 1 Sj Beggarstaffs: Don Quixote, 19
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Type was the most important self-imposed constraint now placed on

and its chief

Samson and Delilah
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typographer and publisher. His ability to successfully commission 
engravings from other artists marked him as a distuinguished art 
director in a thoroughly modern sense.

Gibbings had now to perfect the finish of his engraving and adapt his 
style to accomodate the printed page. There was no hard and fast 
rule. Each book demanded its own layout and design which in turn 
dictated the finish of the illustration. Shortly after the 
acquisition of the Golden Cockeral Press in 1924 Gibbings commenced 
work on Samson and Delilah (Fig. 20). His interest was in the 
problem of echoing with his engraving style the underlying theme of 
the story i.e. the strength and weakness of human nature. In the 
consequent engravings the black and white masses are relieved by 
greyer areas. The result is a significant improvement upon the 
Erewhon vignettes (Fig. 14). The composition of Fig. 20(a) has a 
strength which seems to evolve out of the same concepts as those 
behind a renaissance artist like Ucce1lo. In Fig. 20(b) the two

Gibbings' technique. The integration of his engraving with the 
printed page was a challenge. Working with type helped to modify his 
style and provided another parameter within which he moved towards a 
completely personal and convincing style. The strong blacks of his 
earlier work could not be reconciled with the letterpress. Type 
demanded calculated restraint from the decorator. 
"Type has taken centuries to reach its present form, 
fault is its almost too perfect f inish" .(* 10)

Gibbings1 own activity as an engraver was now subject to varying 
constraints. The Press was a commercial venture and money at times 
determined the quality of the engravings produced. Poems , by Swift 
(Fig. 19) includes engravings which lack the craftsmanship of which 
Gibbings had proved he was capable. The illustrations are weak when 
examined out of context but it is easy to accept Patience Empson's 
opinion that they succeed within the book,where their crude, broadly 
humorous style is appropriate. What a pity Empson fails to present 
the wood-engravings of Robert Gibbings in context. Virtually all of 
his work was intended for examination within text. His whole style 
evolved around the printed page and while his engravings stand out 
well even as independent prints, their merit is much more appreciable 
when seen within their intended environment.
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Delilah
Redwise

The range of material handled by the Press demanded a great 
versatility of technique from Gibbings and as a result he acquired a 
scope which he might otherwise have missed. After Samson and 

Gibbings turned to cutting fairly sensuous blocks for 
1926 (Fig. 21). These display a further refinement of his 

style. The white line technique is used to great effect in building 
patterns and rhythms on materials, in hair and in backgrounds. The 
engravings are full of atmosphere and feeling. Gibbings' line has a 
strength, confidence and fluidity which had not previously been 
accomplished. Long lines in engraving are a significant feature of 
the twentieth century revival.

The book illustrated in 1927 for Hodder and Staughton introduced 
Gibbings to subject matter which demanded further experiment and 

The Charm of Birds and the 
Falloden Papers , both by Lord Grey, introduced Gibbings to the 
subject of birds. He realised the suitability of wood-engraving for 
achieving their clearly defined textures. The illustrations are 
largely successful.
Fig. 22(c) is particularly worth noting for its balance 
and harmony and clarity. Fig.s 22(a) and (b) seem a little less 
natural but have a conviction which was lacking in earlier work. 
Gibbings commented on them himself:
"...in most of them my proportions lacked accuracy and my textures 
variety. Those strong blacks and whites of earlier days still had 
their hold on me".(*11)

characters have an almost sculptural strength with only a few areas 
(Delilah's hair being one) relieved by white line. There is little 
evidence of any frailty in these illustrations. Human strength 
rather wins the day, but Gibbings has achieved quite a successful 
decoration for the text. It is still overpowering, lacking in 
harmony with the form of type. This would be immediatly obvious if 
the engravings were shown in context.

As a result of the American edition of the Charm of Birds Gibbings 
was commisioned in 1929 by its publishers to travel to Tahiti in 
order to collaborate with James Norman Hall on a new book. This
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A noteworthy aspect of Gibbings work is its freedom from the
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excursion came as a welcome diversion to the over-worked Gibbings. In 
Tahiti,Gibbings worked directly from nature, engraving firsthand from 
observation. His mature work would prove that he was always at his 
best when working directly from source material.

influence of other engravers. He was one of the earliest modern 
engravers and thus was spared the distraction of other styles and 
techniques. In terms of reputation his greatest rival is Eric Gill 
and it is Gill's influence which is detectable in one or two of 
Gibbings' books. THe two were in fact great friends and collaborated 
closely on much of the Golden Cockerel's best works. In essence their 
work was very different. Their inspiration was not shared. Eric Gill 
was a great religous artist. In his History of British Wood- 
Engraving , Albert Garrett has this to say: 
"There is a certain coldness in the perfection of Eric Gill's 
craftmanship and there is a flawlessness in his skill which gives his

Earlier, in 1929, Gibbings produced a little volume called The 
Seventh Man based on his trip to Tahiti. It contains 189 words and 
fifteen engravings. In these engravings the black masses are again 
reduced and there is more linework (Fig. 23). Although they are small 
these are very interesting illustrations. The compositions have great 
rhythm. The line is easy and accomplished. Several devices lend depth 
to the illustrations. In Fig. 23(a), the cut off feet juxtaposed around 
the solid black central figure,whose back is turned,create space. 
Jungle,trees and foliage are used equally effectively in the others.

Two years after the Tahiti expedition James Norman Hall had still not 
produced a text to accompany the engravings done by Gibbings. 
Eventually the American publishers asked Gibbings if he might 
contribute text as well. lorana was the result .published in 1930. 
Gibbings in retrospect hoped that the book would never be reprinted. 
His view was probably based on the text - largely imaginative - 
rather than the engravings. It would be interisting to see the 
engravings for lorana in context. Presumably if the publishers were 
American then Gibbings could not have designed the edition. A 
comparitive analysis with a Golden Cockeral book would be worthwhile 
if possible. But Gibbings would almost certainly have included layout 
sketches with the engravings and text going to the States. He was 
consistently thorough.
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The Seventh Man, 1930
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work a certain God-like character which some people cannot recognise. 
In his art and writing Gill expressed a way of life in which art and 
religion were inseperable" .(*12)

Gill was essentially a fine artist in that his work was an end in 
itself, an expression of his self; a medium through which he sought 
self-realisation. His exploits as a designer were secondary to his 
ultimate objective. Gibbings was, on the contrary, the most 
straightforward of artists. His philosophy was never complex. He had 
an appetite for life and was a "doing" person more than a 
philosopher. His engraving was not an end in itself. It was 
illustration, visual communication; it was just one element in the 
production of a book; it was another component to be considered in 
the "unit of texture" of the printed page. Gibbings engravings are 
accessable to everybody. Gill's are more personal and subjective and 
introspective. As such they find favour with modern critics whereas 
Gibbings seems of less consequence because he is accessable. 
Gibbings, by modern standards, is a mere graphic artist, a visual 
communicator.

There is a similarity between the rhythm and pattern in Gill's 
illustration for Song for Songs 1925 (Fig. 24) and Gibbings' 
illustrations for Redwise of 1926 (Fig. 21). In Lamia of 1928 
(Fig. 25) the sensuous black line of Gill's work is detectable.

Eric Gill illustrated nine of the Golden Cockeral books produced 
during Gibbings' directorship. There was intense collaboration 
between 1927 and 1931. THe greatest achievement was The Four 

of 1931 (Fig. 26). It stands as a monument to Gibbings as a 
producer of books and co-ordinator of artist, text and print. While 
Patience Empson and Thomas Balston virtually ignore the book
production work of Gibbings' Golden Cockeral years, this writer firmly 
beli'ves that the example he set as an art director and book designer 
has been of immense significance. Awareness of typography as a 
creative, aesthetic phenomenon was scarcely alive in the commercial 
presses of the twenties and thirties. Letterpress was a very 
different proposition to today's computer type-setting where spacing 
and layout and size can so easily be controlled. Albert Garrett makes 
virtually no other referance to any other press of the same period. 
The Golden Cockeral under Gibbings' direction, was an outstanding 
example during a time when commercial presses and reasonably priced



(fig 24) Eric Gill: The Song of Songs, i925
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| "’’VEEP in the shady sadness of a vale
i ] ¥\ Far sunken from the healthy breath of morn,

1 Far from the fiery noon, and eve’s one star, 
JL Sat gray-hair’d Saturn, quiet as a stone, 
Still as the silence round about his lair;
Forest on forest hung about his head 
Like cloud on cloud. Nostirof airwasthere, 
Not so much life as on a summer’s day 
Robs not one light seed from the feather’d grass, 
But where the dead leaf fell, there did it rest.
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Gibbings, on the acquisition of the press, found himself responsible 
for the complete production of every book which went through the 
system. The work done by his predecessor, Taylor, had been sound and 
at first successful but not one of his editions had been of 
typographic interest. Beyond the small Golden Cockeral symbol not 
of them featured wood-engraving.

He found it extraordinarly difficult to get the artists from whom he 
commis’ioned work to take into account the limitations of printing. 
Often he would receive a dozen or so blocks engraved in any random 
format and no considerations given to page-size,layout of text or 
other problems involved with making books. He could not abide artists 
who failed to accept the limitations of the craft within which they 
worked and insisted that all illustrators, himself included, should 
consider "the unit of texture" *(15) of the finished printed page. 
"Illustrator" is perhaps the wrong term since what really concerned 
Gibbings during the period was the "decoration " of letterpress. All 
constituents were sub-ordinate to the book as a whole. For Gibbings, 
wood-engraving was the ultimate medium for decorating letterpress. 
Wood-engraving has an advantage over any other form of decoration. 
The design can actually be "sculpted" onto the wood in the same way 
that the punches of type-founders are sculped from metal. Thus,if a 
designer really knows his medium he can obtain an incisive line of

Gibbings was lucky to inherit with the press a few fonts of CasIon 
Old Face (Fig. 27) and he never used any other face until Gill 
designed the Golden Cockeral typeface (Fig. 26). He believed that 
there was no better type face than CasIon - none so beautiful 
suitable for printing the classics *(13). Gibbings considered 
typography as a form of artistic expression - a theory which has been 
the basis of much contempoi;y graphic art. He states his views very 
precisely in an article in The Colophon 1931: 
"The modelling of a page to a typographer should be as important as 
the modelling of a limb to a sculptor, and only when the decorator is 
in very close contact with the compositor can the best results be 
achieved" *(14).
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capitals demonstrate simple but strikingly effective decoration, 
excellently balanced (Fig. 25b).

With Gibbings setting such high standards for his work it is not 
surprising that the letterpress books of the Golden Cockeral were 
outstanding for their time. Gibbings had modern concepts. Lamia 
(Fig. 25 a/b), despite the resemblence of its engravings to those of 
Gill, is an excellent example of decorated letterpress. The 
distribution of black and white is confidently handled. Hyperion 
(Fig. 25a) from Lamia shows accomplished integration of 
illustration with weights and forms of type. It echo's Gibbings’ 
belief that the line in the engraving should harmonise with the 
weight and variety of the line within the type. The decorated

Gibbings, during his years at the Golden Cockeral Press, 
published a book which had not been completely set-up and printed in 
his own workshop -with one exception- Lucian's True Histoire of 
1927. This was because the text was printed twice, simultaneously in 
English and in Greek (Fig. 28). Gibbings used the decorative borders 
to fill the pages so that the Greek and English versions corresponded 
on every page. Gibbings was able to use every device to produce the 
harmonious printed page which he sought. The decorative quality of

To the critics who suggest that the Expressionists achieved a great 
quality from their wood, it can be pointed out that the 
Expressionists were primarily wood-cutters, not wood-engravers. It is 
a different art form dependant upon knives and gouges, not the burin. 
And the Expressionists recognised the importance between type and 
illustration. They cut their type from wood also. Their wood-cuts 
could never have been used in conjunction with letterpress, or 
standard commercial printing.

cleaness and quality identical to that of type. With the movement of 
the burin he can automatically echo the natural relationship of thick 
and thin of the letters in his line. So if the skill of the artist 
was sufficient, the harmony and "unity of texture" which Gibbings 
sought could certainly be achieved. He could not abide bad 
workmanship. Wood-engravers must display mastery over, as well 
sympathy with their wood: 
"To suggest that rough cutting retains the quality of the wood is 
like demanding from an etching the smell of nitrous fumes so that the 
quality of the acid can be retained".*(16)
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EvaX^dco^ E^EVYjVoy^apEV, a A A* oti kou twv taTOpovpEvcov EKa- 
CTTGV GVK aKWpti$Y]7W$ 7TpO$ TZV€Xf T]VlK7ai 7CVV TTaXaiWV 
TroiYjTcav te Kai avyypacpEcov Kai (piXoaoEpaiv 7ioXXa 7Epau7ia 
Kai pvOatiY] avyyEypafporcaVj ov$- Kai ovopaax'i av eypatpov, 
ci p.7] Kai av7tp aoi ek ty]<; avayv^-TEwg cjyavEiadai EpeXXtf. 
Kr^a’/af o Vi.7Y](jloyav o Ky$<Gf G~vyEypaipEjrfpi Tyf ’Iv3c5v 
XuPa$ Kai txv Trap auroFf a pr,TE avrof eT^e p^TE aXXou 
E17T0V70? 7]KGV&EV. EypaipE Be Kai 'lapfi&vXof TTEpl 7C0V EV 
peyaXy QaXa777] TroXXa Trapa^o^a, yvwpipov pEv atraci 70 
i/sEv^o? 7rXaaapEv&cf gvk axEpTtyj op'jx; ctvvQe'i$ 7yjv i/ttO' 
OeCIV. TToXXoi Kai aXXGl Ta az,xa 7GVT0l$ 7TpQEXopEVQl 
avvEypaxpav ^yj xiva$ Eavruv TrXavaf te Ka\ aTiofypia; 
Orjpiwv te pEyE^Y] laxopoi/VTEg Kai avOpojwv wpoi7]xa{ Kai 
fiiwv KaivoTY]xa$* a-pyyyos ccvtgZ? Kai ^i^aaKaXo^ 
7Qiav77]<; ficopoXoypat o tou Op-^pov ’OSvaaevf, to/? ^^p1 
70V 'AXki'vovv $iY]yovp(voc avEpw TE tiovXEiav Kai povo~ 
(/iQaXpov^ Kai wpo(f>ayov$ kcu ayplovf Tivaf avOpwirovf, eti

QSEIEP TOTS AOAHTIKOIS KAT IIEP! THN 
TQN2QMATON EFIIMEAEIAN HZKHMENOIS 
OTTHS ETEEIAS MONON OTAETON FTMNA
SION 4>PONTIS ESTIN, AAAA KAI THS KATA 
KAIPON DNOMENHS ANESEQS — MEPOS 
TOTN THS ASKHSEQSTO MEHSTON ATTHN 
TnOAAMBANOTSIN —Orm AH KAI TOIS 
TTEpi TGV$ Ao^OUf E CTTGlJ^aKUaiV Tjyovpai 7TpG&V]KEl7 pETa T7]V 
tgAAt/v to>v <77TGv^aiG7Ep'a)V avayv.toaiv aviEvai te ^tavoiav

X \ X '♦/ Z » / Z-

Kai 7rpo$ tov tTifna Kapa7ov aKpaiGTEpav irapa-jKEva^Eiv. 
yEvoiTO S’ av EppE^i 7) avairavaiy avro7^f ei to 7? ro/ovro/f 
7%vavayvtoapaTwv opiX'AEV, a pr] povov ek tgv o-tte'igv te Ka'i 
yapiEii70^ ipiXqv TiapE^Ei ttjv ipu^aycoyiav, aAAa Tiva Kai 0e- 
cepiav gvk apovaov E7ri$E%ETai, oiov ti Kai TtEpi TwvSe tcov 
Ti/yy^a/x/xaTiov (ppovYjaEiv viroXapfiavcir &v yap povov to 
%evgv xifc xhtoGeueid^ gv^e to yap'iEv rijf irpoaipECExt Eirayco- 
yov Eaxai avTolc oi$’ oti xpEvapara TroiKiXa viGav&f tc Kai

VEN AS CHAMPIONS, AND WRASTLERS, AND 
SUCH AS PRACTISE THE STRENGTH AND AGILI- 
TIE OF BODY, ARE NOT ONELY CAREFULL TO 
RETAINS A SOUND CONSTITUTION OF HEALTH, 

__ > -/AND TO HOLD ON THEIR ORDINARIE COURSE 
of exercile, but fometimes alfo to recreate themfelves with feafonable in- 
termifllon, and efteeme it as a maine point of their practice: fo I thinke it 
neceflarie for Schollers, &fuch as addifl themfelves to the ftudie of learn
ing, after they have travelled long in the perufall offerious authors, to relaxe 
a little the intention of their thoughts, that they may be more apt and able 
to indure a continued course of ftudy: And this kinde of repofe will bee 
the more conformable, and fit their purpofe better, if it be imployed in 
the reading of fuch workes, as fliall not onely yeeld a bare content by the 
pleafmg and comely compofure of them, but fliall alfo give occafion of 
fome learned fpeculation to the minde, which I suppofe I have effected in 
thefe bookes of mine: wherein not only the noveltie of the fubjedt, nor the 
pleafingnes of the projedt, may tickle the Reader with delight, nor to 
heare fo many notorious lies delivered perfwafively and in the way of truth, 
but becaufe every thing here by mee fet down, doth in a Comicall fafliion 
glance at fome or other of the old Poets, Hiftoriographers,& Philosophers, 
which in their writings have recorded many monftrous and intolerable 
untruthes, whofe names I would have quoted downe, but that I knew the 
reading would bewray them to you. Ctejias, the fonne of Ctefiochus, the 
Cnidian, wrote of the Region of the Indians, and the Rate of thofe Coun
tries, matters, which he neither faw himfelfe, nor ever heard come from

the mouth of any man. yambulus also wrote many flrange miracle 
great fea, which all men knew to belies and fidlions, yet fo compo: 
they want not their delight rand many others have made choife of 
argument, of which fome have publifhed their owne travells, an 
grinations, wherein they have defcribed the greatnefle of beasts, th 
condition of men, with their ftrange and uncouth manner of life: 
firft father and founder of all this foolerie, was Homers Vlyjjes, wh> 
long tale to ./Heinous, of the fervitude of the windes, and of wild m< 
one eye in their foreheads that fed upon raw flefh: of beafts with 
heads,and the transformation ofhis friends by inchanted potions, all 
hee made the filly Phceakes beleeve for great footh. This commin^ 
perufall, I could not condemne ordinarie men for lying, when I fa 
requefi: amongft them that would be counted Philofophicall perfo 
could not but wonde'r at them, that writing fo manifefl lies, they 
not thinke to bee taken with the manner; and this made mee alfo 
tious to leave fome monument of my felfe behinde mee, that I mij 
be’the onely man exempted from this libertie of lying: and becaufi 
no matter of veritie to imploy my penne in, (for nothing hath befah 
worth the writing) I turned my ftile to publifh untruthes, but w 
honefier minde than others have done: for this one thing I confi 
pronounce for a truth, that I lie: and this I hope, may be an excufe 
the reft, when I confefle what I am faultie in: for I write of matters 
I neither faw nor fuffered, nor heard by report from others, which 
no beeing, nor pofllble ever to have a beginning: let no man there 
any cafe give any credit to them.

Kai Ta< inro (papp-aK^v rav CTaipvv 
ptsafioXaS, dia ToX-Xa Aei'wf is iSdra,' a^nvf 
(TepaTtvtraTOTCvf QaiaKap. scvTcisoiv airaai tcu 
if euaaaGai plv ov a-c/d^pa rovf adipa; op^
avvr,d^s ov tcvto Kai toFj* ipiXo'rcipov uTriC'/picvp-ivoi^' (Kii'io 

avrm ieaifKaKO, d lwp.i<sav kfrw cw iXr,6ij av-p-ppd-
<t>orref. ^loirip Kai avrop vno KfAcf‘a< aircXmo' si <rirn- 
3aaaf 'la dpoipos u s-p
fj.v6i>X<,ycTv iXeviepiaf, firfi aXrfis larcpeiii 
cvOev yap <jre7rA5f/> dfioX^yov tTpaKOfiriV
ttqXv twv aXXm tvyva'ii.tiinasfpcv yap i? tcvto 
dXrfltva'ji Xly ’̂i, ct/ y[tvat>pi.ai. ovrai S av p-Oi ^Kiv Kai 
TV V 7Ta p'a rUv av Kas^piav l^vyav avW ^vXayyv 
p.v^vdX^! Xlyuv. ypd^rdvvvaip'iiv^Ttli^vMTi 
Hahv sial aXX^v diMaviv, (Si h pi^oXyi cvxivv 
p.^T( t'rpi dpMv yiviaSai Suya/xtW B<5 »«' W 

V'jvraf pi^aaies ^laTtvtiv auTii,.
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In 1930 Gibbings produced and illustrated Milton's Paradise Lost
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(17)— and set the text 
closely to capitalise on the interplay between words and letters.

(Fig. 29) and once again the integration of both text and 
illustration is consummately handled. It bears a resemblance to
Lamia with its vegetation and langourous bodies. The snake is 

beautifully used to join decoration and type.

The volume is printed in the Golden Cockeral typeface designed by 
Gill and is decorated by forty-one of his engravings. Gill was one of 
a number of typographers and stone-cutters who had been inspired by 
the lettering on Trajans Column. The Golden Cockeral typeface is 
of classical beauty but its individual character comes from its 
elongated serifs and elegant extended capitals (Fig. 26). When Gill 
had determined broadly the mass of his decoration Gibbings then set

Meanwhile Gibbings worked with several other artists as well, notably 
Noe 1 Rooke ( The Nativity ), John and David Nash, David Jones and 
other contemporary wood-engravers. The ultimate achievement of the 
Golden Cockeral Press was executed in conjunction with Eric Gill. In 
The Four Gospels of 1931 (Fig. 26) artist and typographer unite.

Type and engraving blend to perfection. Gibbings considered the 
engravings Gill executed for The Four Gospels to be his finest 
exercise in that medium. The book can be ranked alongside the 
Kelmscott Chaucer and the Dove's Bible .

With Gill there followed Troilus and Criseyde , 'Sonnets and 
Verses' by Enid Clay and The Song of Songs . Then Gibbings published
The Passion , printed in Latin. The article in the 

explains the design which capitalised upon the predominance of round 
letter forms like m,n,u,with very few ascenders and descenders. 
Gibbings found the composition of the type pleasing and stimulating. 
It encouraged him to dispense with justification on the right hand 
side of the text -"entirely a convention"*

type is immediatly evident when the Roman and Greek alphabets are 
seen side by side. The engravings are quite simple without much white 
line being worked into the black mass. The composition is good and 
the layout of the pages is aesthetically pleasing. Perhaps there is 
just a bit too much text on each spread. Had Gibbings designed this 
volume in later years he might have been a bit more generous with 
space.
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[fig 29^ Paradise Lost, 1930

MANS First Disobedience, and the Fruit 
Of that Forbidden Tree, whose mortal Tast 
Brought Death into the World, and all our woe, 

With loss of Eden, till one greater Man 
Restore us, and regain the blissful Seat, 
Sing Heav’nly Muse, that on the secret top 
Of Oreb, or of Sinai, didst inspire 
That Shepherd, who first taught the chosen Seed, 
In the Beginning, how the Heav’ns and Earth 
Rose out of chaos: or if Sion Hill
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These are
Twelve Wood Engravings

displays every quality which Gibbings demanded of the letterpress. 
Every expression of human life and emotion is exposed within the 
parameters of good design. Empson and Balston ignore the volume.

Things were not going well at the Press. Despite several years of 
prosperity and growth, of full order books and ambitious projects, 
the depression was taking its toll. Gibbings worked on relentlessly. 
In 1932 he organised a journey, this time to the West Indies in 
return for work executed during the expedition. The subsequent XIV 
Engravings on Wood represent the level of expertise which Gibbings 
had achieved as an engraver during his years at the Press, 
independant engravings like those in his own 
(Fig. 13) of 1921. He has retained the power and strength of those 
enthusiastic early prints but has so much more in addition.
Long, fluid lines and infinitely varied textures indicate that his 
technical proficiency was now reaching an outstanding level.
Mediterranean Calm (Fig. 30) demonstrates restrained but dynamic 
composition and the distribution of black and white has a classical 
balance which perfectly suggests 'calm1. The fish in Mid Coral 
Caves, Bermuda (Fig. 31) are rendered with a technical expertise 
which captures life and movement and texture, while the picture works 
simultaneously as pure pattern and design. Gibbings could now capture 
life aswell as just texture and bulk.

the type before Gill completed the page with the finished engravings. 
Again Gibbibgs dispenses with the convention and opts for 
aesthetically attractive close spacing in preferance to justified 
type. Gill embellishes the angularities of large capitals or single 
words with appropriatly composed and cone ved scenes and figures. 
Like the arrival of the shepherds, the Deposition takes place above 
the word "And", as does the Burial of Christ. The crucfixion occurs 
over the word "Then1. The entire book is an integrated whole and

In 1933 Gibbings had finally to succomb to the depression. He sold 
the Golden Cockeral Press for whatever it would fetch. He was 
virtually penniless. For nine years he had devoted every moment of 
time and energy to the Press and while eventually it lost him a 
fortune financially, it owed him nothing. From his time with the 
press Gibbings had discovered his own talents as a book designer.
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(fig 30j Mediterranean Cairn, 1932
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Mid Coral Caves, Bermuda, 1932
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typographer and art director. His wood-engraving, channelled along a 
very specific route, had been improved and refined and he was now a 
highly skilled engraver. His competence in both technique and 
expression was outstanding.

The years at the Golden Cockeral had been intensive and wearing. It 
broke Gibbings' heart to sell the Press but as a person remarkable 
for his clarity of vision and grasp of life, he was able to see 
himself that the enforced sale was not an entirely negative step. 
Gibbings was hungry for time. He was objective enough to recognise 
that: 
"now I was free, 
improved".*(18)

and as I stood up 'naked before the Lord'my work
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was a hymn of 
Beasts and

was a collection of stories telling of the mutual charities 
between men and animals. Both were subjects which appealed 
specifically to Gibbings, and of his illustrations he could say: 
"The engravings in these two books were the best that I had so far 
accomplished, and gradually the sadness that I had felt at losing my

His Press, house and belongings sold Gibbings now retired to 
Cornwall, penniless and in poor spirits. However he was relishing the 
increased freedom and spare time of life without the Golden Cockeral. 
He continued working on two books which were published in 1934 by the 
Golden Cockeral Press - Glory of Life (Fig. 32) and Beasts and 
Saints (Fig. 33). Gibbings had evidently profitted from his 
increased leiure time. He was free to wander and observe.

The Golden Cockeral Press was taken over by Christopher Sandford and 
Owen Rutter. As a partnership they maintained the high standards 
which Gibbings had established. Gibbings did a considerable amount of 
work for the press under its new directors and still kept in close 
contact with the design of his books. In 1934 came The Voyage of the 
Bounty's Launch and in 1935, The Wreck of the Whaleship Essex . The 
quality of the engravings is excellent. The Journal of James 
Morrison (Fig. 34) is of particular interest because it evolved out 
of Gibbings1 personal literary research. He was fascinated by the

press was dissipated" .(* 19)

to engrave 
with the time and pleasure which had eluded him in his years at the 
Press. The subject matter of these books appealed to him and as he 
worked on the pictures of birds, fish and other animals he must have 
been reminded of his present childhood in Cork. The quality of 
engraving in these two books is outstanding. In Fig.s 32 and 33 there 
are beautifully balanced concentrations of blacks and whites. 
Movement and life breath from the trees and snakes, and the seagull 
alights with majesty. The engravings are essays in control. Gibbings 
is also making good use of different marks obtained with the burin - 
the pocking on the peculiarly rooted tree is a good example. The 
foliage is substantial and lively. These compositions are filled with 
character and humour. They reflect the delight which Gibbings now 
experienced as he went about his work. Glory of Life 
praise by Gibbings' friend, the poet Llewelyn Powys. 
Saints
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(a) (fig 32) Glory of Life, 1934
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(b) (fig 32) bilory of Life, 1934

fcl.



3>
3> Beasts and Saints, 1934

5>
2>

£
2
£
9>

cz.



i

». uniMmnfipjS tnBmmnrwM*

»

I
I
>
I

s 
9 
9 
9
9 
9
• 

»

ips
w&Cobw

f /fffh rffffc 41ft /fffh /ffFh \ 
Printed & made in Great Britain by 

THE GOLDEN COCKEREL PRESS 
1935

THE JOURNAL OF
JAMES MORRISON 

y BOATSWAIN’S MATE OF w 
/ THE BOUNTY \

/ describing the Mutiny & subsequent \
// Misfortunes of the Mutineers x \

— together with an account of the
——— Island of Tahiti

With an Introduction by ’ /
< OWEN RUTTER /

2 and four engravings by © w) 
ROBERT GIBBINGS A //

^jjWPin^intrii VtHW

(jig 34) The Journal of James Morrison, 1935
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In the same year Gibbings illustrated Othello (Fig. 36). He might 
easily have been caught in the same referenceless trap but instead 
produced a book which stood out as one of his own favorites. The 
engravings in Othe1 lo are much less stylised and a great deal more 
individual. In an article in later years Gibbings has this to say: 
"Wood engraving is esentially white on black. For dark skinned people 
it is a perfect medium because with them it is a matter of engraving

In 1936 came Le Morte d'Arthur for the Limited Editions Club of New 
York. This is a totally different book to 
Morrison . While the Journal is steeped in the personality and 
character of the artist, Le Morte d'Arthur shows Gibbings floundering 
in unknown territory. The historic and distant nature of the subject

matter could not inspire him and there was no possibility of turning 
to observation of the natural environment for relief. Instead, 
Gibbings must refer to other earlier illustrators for inspiration. As 
a result the work lacks Gibbings1 personal stamp and individual 
character. The illustrations are quite stilted. Some are awkward. 
Fig. 35 shows a rather stiff, stylised horse. The designs are shallow 
and lack the depth of thought and planning which went a book like the 
Journal. Its interesting to note the inclusion of the Golden Cockeral 
device, as well as Gibbings’ own emblem, at the foot of the title 
page. The typography is good and the general layout is of 
sufficiently high standard to pull the book together, lend it 
uniformity, and thus divert attention from the rather weak 
decoration. The title page is a good example, with its interesting 
sword-initial and layout of the title in total.

subject. During his rambles through books he got onto the trail of 
James Morrison, unravelled the entire story and eventually completed 
a book on the subject. Morrison was a convict and his story was 
classic adventure material which inspired Gibbings. The illustrations 
saw a muturing of his skills. The black masses are eliminated and the 
designs have become more linear and complex. The engravings have 
balance and harmony and are remarkable for their strength with 
refinement, and for the originality of their design. Even though 
Gibbings no longer printed his own books he supervised their 
production closely and still undertook the layout and specifications 
for layout and type. The elegant and thoughtfully integrated title 
page of The Journal of James Morrison is proof of Gibbings’ 
continuing attention to overall book design.
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NOBLE KNIGHTS OF THE ROUNDTABLE 
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(fig 35) Le Morte d'Arthur, 1936 
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lights on darks. But for light skinned people one needs dark accents 
on white, and you cannot engrave dark accents; you can only engrave 
round them, and I have always disliked the black line".*(20)

Therein lies the reason why Othe1lo inspired Gibbings. He had a 
fascination with dark-skinned people and he had plenty of first hand 
observational practice at rendering them during his visits to Tahiti 
and other foreign islands. Unlike Gill, Gibbings avoided the human

form in most of his work. There are almost no examples of portraiture 
among his engravings but the one of A.E. Coppard (Fig. 39) from 
1928 which demonstrates his ability to negotiate the difficulty with 
black line. Here he casts the whole face into dense black shadow and 
sculpts the profile in white most effectively.

The years from 1936 to 1940 saw financial problems stabilise for 
Gibbings. He was offered a lectureship at Reading University. He 
accepted this and taught book production at least three days a week 
on condition that he could always "keep one eye cocked on typography 
(21). The lecturing hours allowed Gibbings time to think even during 

term time, and, as a bonus, he had long summer holidays which he 
could now afford to spend indulging his love of travel. His 

s> lecturer's salary was supplemented by commissions from publishers. 
Just as at the Golden Cockeral Press, there was an inconsistency 
about some of his commercial work. Much of it was hurried. Money buys 
time, and many of the publishing houses wanted Gibbings' work, but 
could not afford to buy his time. Not all the books illustrated 
during this period reflect the impeccable standards of which Gibbings 
was capable.

During the summer of 1937 Gibbings travelled to Bermuda where he 
pursued his love of observation yet further, descending twenty feet 
below the surface of the sea. He stayed at the Marine Biological 
Station where he borrowed diving apparatus to enable to draw from 
life the fantastic marine activity of the warm seas. He engraved 
later from the drawings he made with pencil onto xylonite as he 
explored the coral reefs. The engravings became, in 1938, the 
illustrations for his first significant literary work. Blue Angels 
and Whales . The book is notable for a number of reasons. The



3 
3

3

>

>

I
>

»

3
3
3
3
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illustrations were of the finest quality, refined, detailed and full 
of life. Although not actually included in the book, Gibbings made 

anonglt 
three large, independent engravings of fish which he consideredAhis 
finest (Fig. 38). The composition of these engravings is such that 
the spectator feels that he himself is twenty feet down, amongst the 
fish and the coral reefs. The handling of light is impeccable. The 
observation is accurate enough to merit inclusion in a scientific 
handbook, yet these are very definitly Gibbings' fish, filled with 
the character which he saw within them.

The other significant point to be remembered about Blue Angels and 
Whales is that it was published as the first sixpenny Penguin 
Special. This was a venture to which Gibbings gave considerable 
thought before getting involved. He refused to surrender his work to 
the perils of a commercial printing house without guaranteeing that 
he should have control over the layout and production of the book. 
The standard of book production at this level could never match 
Gibbings' Golden Cockeral standards, yet the typography was very good -

The smaller illustrations might equally well stand as independent 
prints. But here for the first time, the engravings are a very 
necessary element of the book. This is not decoration of letterpress. 
This is illustration in the truest sense. All through his Golden 
Cockeral years, and even after leaving it, Gibbings' primary concern 
was the embellishment of letterpress with decoration. But Blue 
Angels and Whales demanded serious illustration to make the text 
entirely lucid and comprehensible. Thereafter, Gibbings' work was 
primarily that of an illustrator. He was always to be a design biased 
illustrator but this new slant gave continuing impetus to his long

despite the paper and the machining. Blue Angels and Whales was a 
great success. Gibbings was greatly encouraged by both the popular 
success of the Penguin and also by the quality of the work which a 
very commercial printing house could when properly directed. He was 
also appointed to the art-directorship of this new sixpenny 
enterprise -the Penguin Illustrated Classics series. From this 
position he commissioned such engravers as Gwendolen Raverat, Helen 
Binyon, Douglas Percey Bliss, Ethelbert White, Iain Macnab, Gertrude
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From 1939 until his death in 1958 Robert Gibbings pursued his 
instinctive desire to get close to nature. His travels took him from 
England to Ireland, from France to Tonga. The product of these years 
were his eight finest books. His literary efforts provided the 
perfect vehicle for his wood engravings. Now he became an illustrator

Hermes and others to illustrate these immensely popular books. 
Gibbings was transferring his skills from private press days to the 
commercial press of the future. Penguin has been the most influential 
publishing house of the last fifty years, introducing good literature 
to a vast new book-buying public. Gibbings1 art-director role was 
highly significant.

Recognising the potential of this new book-buying public, Gibbings 
became interested in the idea of writing and illustrating another 
book of his own for production under similar circumstances. 
Simultaneously, despite thoroughly enjoying his work as a teacher, 
traveller, engraver, Gibbings felt a great need for yet more peace 
and freedom:
"In the early days of 1939 there arose in me a great desire to find 
peace beside a river. I wanted more than ever to get that same 
closeness to nature to which I had ref erred.(22).

in the fullest sense as he engraved descriptive pictures to enhance 
and elucidate the captivating stories of all that he met, saw and 
experienced on his travels. The quality of his engravings reached a 
level of perfection which was unsurpassed by any of his contempories 
and unequalled, except perhaps by Gill. Gibbings' long standing 
friendship and association is reflected in his work. Gone is the 
direct influence evident in Lamia . In its stead is a certain 
similarity in perception and interpertation. The austerity and taught 
line of Gill's engravings and sculpture manifests itself as a clear, 
precise, incisive definition in Gibbings' work.

In August 1939 Gibbings embarked on an exploration of the Thames in a 
small flat-bottomed boat:
"I planned to float down-stream at the river's own pace, and to look 
for nothing but what I might see as I moved along, consigning all 
guide-books to the devil, and offering the same hospitality to 
insistent and obtrusive advisors".*(23)
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[fig 39J Sweet Thames Run Softly, 1940

like the ditch side of a fence,’ said Mr Fred Cook, the 
local gamekeeper, to whom I mentioned it. Then he 
took me' to a clearing in a wood and showed me where 
every year a pair of partridges nest, and where every 
year their brood gets drowned in a dike which 
separates the woodland from the open country. He 
said that as soon as the clutch is hatched the parents 
make for the fields, calling to their young to follow 
them. But, though the water is no obstacle to the 
old birds, it is too big a jump for the fledgelings. And 
thus the annual disaster takes place.
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(fig 40) Sweet Thames Run Softly, 1940

Of another pair he tells how they both dived and 
brought to the surface beakfuls of dark ribbony weed, 
after which, having swum towards each other, they 
lifted themselves so high out of the water that only the 
tips of their tail ends remained below the surface. In 
this position they rocked gently from side to side ‘as 
if swaying to the music of a dance.’

Finally Professor Huxley describes the actual act of 
mating. ‘Sitting on the bank one day, looking out 
over a broad belt of low flags and rushes, I saw a grebe 
come swimming steadily along parallel to the bank, 
bending its head forward a little with each stroke, as 
is the bird’s way in all but very leisurely swimming. 
I happened to look further on in the direction in which 
it was going, and there, twenty or thirty yards ahead 
of it, I saw what I took to be a dead grebe floating on 
the water. The body was rather humped up; the neck

166
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His compelling account of all that he encountered and observed 
revealed an author of genius in his genre. His language was easy and 
lyrical and his descriptions brought the country-side and its 
inhabitants alive for all his readers, urban and rural alike. 
Thames Run Softly

Sweet 
published in 1940, was a massive success and 

despite the wartime paper restrictions it went through ten large 
editions in the following seven years. The engravings liberally 
illustrating the text are of superb quality. So great is his skill at 
this stage of his career that to pick out particular examples becomes 
a matter of personal choice. Landscapes, riverscapes, houses, birds, 
beasts and flora are all beautifully rendered. The nest amongst the 
reeds (Fig 39) shows the long, fluid, curving line of the skilled

A series of books followed in which Gibbings gave accounts of 
journeys down various rivers, each superbly illustrated with 
sensitive engravings remarkable for their clarity. It seemed natural 
for Gibbings to return to Ireland where he spent fifteen months in 
his native Cork and subsequently produced Lovely is the Lee (1945). 
The book reads like a tribute to the country and people which were so 
important to him. It is a book which must be read to appreciate the 
depth of Gibbings' empathy with his environment. Lovely is the Lee 
is a captivating collection of descriptions, scenery, anecdotes, 
conversations, folk-lore, history and accounts of all types of flora, 
fauna and human life. It is a book full of his own virtually 
pantheistic spirituality. The engravings with which it is illustrated 
are of a harmonious perfection which springs from years of technical 
practice combined with a perfect range of subject matter. Compare the 
illustration (Fig. 42) of ropes and fishing nets piled upon a

engraver. Such a simple little picture is brought to life by the very 
energy expended by the artist as he pushes the burin against the 
wood. One can sense how he holds his breath as works carefully over 
the detail of the nest, and then the zest with which he renders the 
sweeping leaves of the reeds. Similarly, he imbues his Grebe (Fig.40) 
with character and life as he rests upon his nest. Simple, 
beautifully executed vignettes, e.g. the mushrooms (Fig. 41) 
dropped in at intervals, and the layout and balance of book matches 
anything available from a private press. Through his relationship 
with J.M. Dent and Sons and the Aldine Press, Gibbings ensured the 
continued quality of the production of his books and set a very high 
standared from which the other commercial printing houses could only 
benefit by following.
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(fig 42^ Lovely is the Lee, 1945

Curraghs, like stranded whales, lay at the head of small 
beaches, beaches jewelled with shells. A net and a coil of 
rope, recently tanned, and now resting on a sheet of corru
gated iron, drained their superfluous liquid back into the 
tan tub.

Along this coast it is considered most unlucky to save a 
man from drowning. ‘The sea must have its due.’ If 
you save a man, you or one of your family will most certainly 
be taken instead. The same belief is held in the Orkney and 
Shetland islands, and there are many people, on the east 
coast of Scotland, who will not even lift a dead body from 
the sea into a boat. ‘It belongs to the sea.’ Among some 
of the tribes of central and south-east Africa there is a similar 
reluctance to help a drowning man. To do so will bring 
misfortune on the rescuer. Closely connected with this 
idea was the custom among the vikings of Scandinavia, as 
it was also among many primitive people, to fasten one or 
more human beings to the rollers over which a ship, or 
war canoe, was launched. They were offerings to the sea. 
It was, no doubt, a survival of a similar belief that, till recently, 
caused two or more of the ship’s apprentices to be ducked 
in the bow wave of the Peterhead whalers as they were 
launched from the shipyards at Aberdeen. Orkney boys 
fishing with the line throw back the first fish caught. It 
will bring luck, this offering of first fruits to the sea-god. 
And there are parallels to be found all over the world. In 
Morocco if the water in certain wells is scarce it will
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^fig 44^ Thomas Bewick: The Eagle Owl, 1797
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makeshift bench with the earliest Erewhon vignettes (Fig. 14). The
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tail-pieces and all other illustrations are superbly integrated 
(Fig.s 47,48 and 49). Gibbings has supervised everything. Over the 
Reefs represents perfect harmony between engraving and letterpress 
in the field of commercial publishing. The engravings have become 
lighter, more refined and more detailed. Wood-engraving is the 
language of light. The concept of light is as fundamental to wood- 
engravers as it is to the French Impressionists. But the form of

former has a clarity and definitiveness borne of outstanding 
craftsmanship, close observation and unlimited fascination with the 
subject. Basketry, rope, net and wood are all rendered skillfully. It 
is easy to catagorise these illustrations as "traditional". They are 
traditional -but they represent the highest achievement in a 
tradition which is of undeniable significance within British 
vernacular art. Lough Carra (Fig. 43) is a beautifully composed 
landscape. His seagulls and insects (Fig. 43b) are in the very best 
Bewick tradition. It was a preoccupation with the details of 
structure and texture which led Bewick to exploit the white-line 
technique in his engraving (Fig. 44). Gibbings uses it to the same 
effect, for expressing materials, textures and light. He uses white 
line as illumination upon a surface that reveals the detail. Despite 
the similarity of technique and aspiration in the work of Bewick and 
then Gibbings, so much later, both these artists produced highly 
individual engravings. The prospect of two engravers producing 
identical work is simply impossible within the burin designed 
technique. The fact that an engraver must grasp a burin and make a 
line in wood defies copying since no two bodies will achieve an 
identical line. The movement of the hand against the block is not a 
mechanical operation and the curve is always changing with the rhythm 
of the engraver.

If a pinnacle can be identified in the skill of Robert Gibbings then 
surely it is in the book Over the Reefs , published in 1949. 
Gibbings could afford to spend three years travelling, researching, 
and, most importantly, observing before writing this book. It was his 
triumph as a writer, as an engraver, and as a book designer. It is 
remarkable for its well balanced pages, whatever the format or layout 
of the text and illustration (Fig.s 45 and 46). Chapter headings.
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{fig 47^ Over the Reefs, 1949

‘In England.’
‘England far away,’ she said, with a long-drawn emphasis 

on the ‘far.’
‘But I can’t see the need of abstraction,’ said Harding, 

recalling my thoughts more appositely than he knew. 
‘Isn’t nature good enough?’

‘It certainly is pretty wonderful at times,’ I said, ‘but 
I’m not sure at this precise moment whether it is always 
wise to follow it.’

‘I think you ’re tired,’ said Harding.
We climbed out of our long cane chairs, and I said good 

night to the two girls. Sina seemed a little surprised, a 
little puzzled; but when I saw her next day she smiled at 
me as she went by. Bless her little heart.
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production. Gibbings, on the other hand, acknowledges the British 
tradition yet succeeds in achieving a perfect balance and harmony 
between text and illustration, between literature and art.

light is very different. The Impressionists were concerned with the 
defraction of the beam. Albert Garrett*(24) explains that the 
engraver, on the other hand, deals with three different types of 
light. The untouched woodblock is an area of black space in which all 
light is absorbed. Through the burin light is admitted. It may enter 
at a minimum level through the pointed beam; or it may sculpt form 
through a series of parallel beams. Alternatively, the form can be 
revealed by flooding it with a full light source, developing an 
environment around the object. Most engravers will become 
particularly accomplished in one technique especially. Gibbings uses 
all three techniques extensively and to perfection. His control of 
light is what marks him as an outstanding engraver. Draughtsmanship 
is an essential skill and Gibbings excelled when drawing on the 
woodblock. Any of the engravings in Over the Reefs will stand up to 
the closest technical scrutiny. The variety of the illustrations is 
outstanding. Combined with harmonious type, the whole book becomes an 
example of what can be achieved within the limitations imposed by the 
commercial press. It is important to remember that the British 
publishing tradition has always emphasised the importance of 
literature as a priority over art. On mainland Europe, 
Germany, it was the reverse, with art and illustration always given 
preference over text. Therefore it was easier to include 
illustrations in the Expressionist style and allow them dominate the

Robert Gibbings continued to travel, write and engrave until his 
death in 1958. He returned to Ireland in 1958 and wrote 
of Thee . His energy, enthusiasm and thoroughness never declined.
Sweet Thames Run Softly he had "found himself". He had found a 

medium in which Gibbings the author, the observer, the craftsman, the 
decorator and the illustrator were all united. They remained united 
in all his subsequent work until his long and accomplished career 
ended in 1958 with Till I End my Song . It was a suitable book on 
which to close -its title came from the verse which had also marked 
the first step upon the final stage of his distinguished association 
with the pen, the burin and the woodblock:
"Sweet Thames run softly, till I end my song".*(25)
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bananas and taro on a pole across Inis shoulders, for a 
distance of four miles. He said it was an average load. 
An eleven-year-old boy carried half that weight with as 
little thought. There may not be much working to the 
clock in Samoa, but there is plenty of work.

(fig 49^ Over the Reefs, 1949

There was always something to watch in the village, if 
it was only a man weaving an eye-shade from a fragment of 
palm frond, or another making fire with two sticks, or a 
couple of youths preparing the daily oven, or women 
grating arrowroot, or, among the nobler callings, men 
building a house.

A box of matches is a rarity in Sa’anapu. Instead of 
being dependent for them on a store several miles away, it 
is so much easier to rub two sticks against each other. 
One is held flat on the ground with the foot, the other is 
held in the hands and rubbed backwards and forwards, at 
an angle, along the piece that lies on the ground. As this 
is done, a groove is formed in the lower unit and small 
particles of displaced wood accumulate there. Provided 
the wood is dry and the friction steadily increased, those 
particles soon begin to smoulder, and with the addition of 
a little tinder can be quickly blown into a flame. It is only 
necessary for the effort to be made once each day in the 
village. Torches carried from house to house supply the 
needs of all.
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OVER THE REEFS

like, the houses clung to their stony platforms. Except for 
small openings on the sheltered side, all the blinds were let 
down and made fast. Men climbed on to the roofs and 
fastened coco-nut fronds over weak places in the thatch, or 
hung banana .stalks or baulks of wood across the ridge. 
Palms with their yielding fronds were like umbrellas blown 
inside out; wind-whipped bushes like cattle with their backs 
to the storm. When for a moment sunlight broke through 
the clouds, children emerged from the fales like hermit 
crabs from their shells, scurrying here and there, naked, 
splashing in the pools. Women went by, laughing and 
jesting, their clothes drenched and torn. The booming 
of the surf on the reef was like the distant rumble of wagons 
in convoy.

By midday the wind had dropped, but the rain continued 
to fall, straight as a plumb-line, a heavy thunderous down
pour. For me it was the chance of a fresh-water bath. 
By the time I reached the shore I was wet enough to wash. 
After a good lather, a swim in the lagoon removed the 
soap, and then two minutes in the rain removed the salt 
water. When I re-entered the fale, Tupe, my
attendant maidens, was there, 
preparing the table for lunch. 
It didn’t matter to her that I 
wanted to dry myself and 
dress; those are tilings that 
any Samoan can do in public 
with perfect propriety. Any
way, her thoughts were far 
away. For long periods she 
would stand gazing abstract
edly out of the fale. Then 
she would rearrange the knife, 
fork, and plate on the table, then she would rearrange her 
hair; then she would move the flowers on the table, taking 
one of them and putting it in her hair, then she would relax 
again and rest after her efforts, tier first job every morning, 
even before she brought my breakfast, was to sit on the

53
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The progression of Gibbings' work is immediatly evident. Those early 
independent engravings mark the begining of a career which became 
consistently more specialised, yet one which was remarkable for the 
sheer diversity and variety of its output. Gibbings chose to divert 
his energies to book production and his style and technique were 
adapted appropriately, and with great individuality. He accomplished 
much in both phases of his career. Evening Sunshine (Fig. 8) is, 
for this writer, the most striking and memorable of his independent 
engravings. In it his use of the vanishing-line is progressive and

a graphic artist who respected tradition and through 
working within its parameters he helped extend and develop the

The career of Robert Gibbings came to an end in 1958. Those sixty-one 
books are a monument to the achievements of Gibbings in the field of 
book-production and wood-engraving. The books coming off the presses 
of modern commercial publishing houses stand also as part of his 
extensive legacy. His insistence on high standards of typography, and 

"unity of texture" throughout a book has had a 
significant influence on commercial printing. His position as an art
director with the Golden Cockeral Press and. 
Classics series has helped establish the importance and potential of 
such a post.

innovative. The expression of light is outstanding. The illustration 
and design in his river books and Over the Reefs mark the 
ultimate achievement of his career in book production. The Four 
Gospels (Fig. 26) is the greatest example of his competence as an 
art-director. As an illustrator and designer his skills improved and 
progressed consistently throughout his long career. Beyond the 
restrained influence of Gill, his work remained personal, sincere and 
individual.

"Sixty-one books are credited to Gibbings, many of them written and 
illustrated, designed and printed by him -given the opportunity he 
might well have considered making the paper too. His is an 
unrepeatable and tremendous output for any one life-time".*(26)
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* concept of book production and modern publishing. He strengthened the 
established foundations and built upon them. He was a graphic 
designer whose origins and traditions were of immense importance. 
There can be no doubt that he was a British designer. His concepts 
were quite different to those of contemporary mainland Europe. The 
importance he placed on the book was peculiarly British.

position in contemporary graphic design. Book covers are increasing 
in interest but typography and general design get little publicity. 
Possibly this is because standards are in fact quite high, a feature 
which may be traced to the influence of Robert Gibbings, for one. 
Good book design is virtually taken for granted. Perhaps if some more 
attention were given to the history of design for mass publishing 
then Gibbings' name might enjoy a renaissance. A special place in the 
history of British graphics in the twentieth century is no more than 
his due. His achievements as a wood-engraver, illustrator, 
typographer and book designer must surely guarantee the survival of 
his name.

As an engraver his skill cannot be faulted. His competence with wood 
and burin grew out of a respect for materials. Wood-engraving became 
the interpretive medium for his exceptional interest in, and 
knowledge of, nature and the environment. His work is a physical 
manifestation of the delight he had in life, of his warm personality, 
and of his consistent demand for the sincere interpretation of his 
world. His engravings have a clarity and definition which is the 
product of thinking, planning and observing before engraving begins. 
When burin is eventually put to woodblock the control of the light is 
total.
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INTRODUCTION

This study looks at a particular period (1905 - 1913) when

Germany Expressionism was first developed in a modern sense.

It focuses on printmaking as a major vehicle of expression.

has a precise definition in this

It must be seen in relationship to late nineteenthcontext.

century historical factors in Germany and as a manifestation

of certain political social and ideological beliefs.

The members of the Die Brucke group applied particular innov

ations in printmaking which reinforced their usage, making

it enigmatic, forceful and compelling. A leading artist

who epitemised many of its strengths was Ernst Ludwig Kirchner

and these can be appreciated and understood through a detailed

look at some of his work.

The dictionary definition of expressionism states

"theory or practice in art of seeking to depict, not objective

reality but the subjective emotions and responses that objects

and events arouse in the artist.

Under this definition the term could be applied

It to the work of all modern artists from Cezanne and Rousseau
„2to Picasso, Dali and the social realist, M. Siporin.

-3-

„1

The term "expressionism"



of work which could be termed Expressionist. Beginning

with the callipygian Venus of ancient times, to the painters

like Bosch and his apocalyptic visions, Goyas' black paintings

from the Quinta del Sordo and Van Gogh's wranglings with

the human condition.

Therefore, in its broadest aesthetic sense, Expressionism

encompasses any pictorial, literary or other works of art

above all else. So Expressionism asthat put

a term is misleading as it does not designate a "style"

in the traditional sense like other "isms", i.e. Cubism

or Fauvism. It is more appropriate to consider it

"manner" with its basic characteristic of an over

intensification of experience and an emphasis on distortion.

The concerns of this thesis are with "Expressionism" in

It refers to the development

in modern art during the period 1900 - 1920 which includes

the formation of Die Brucke.

FOOTNOTESfl (1)

fl
(2) From On the origin of the work 'Expressionism'

fl Donald E. Gordon Volume 29. 1966. Pg. 381.

I
I -4-

From Webster's Seventh New Collegiate Dictionary
Springfield, Mass. G & C Merriam Company 1963- Pg. 294.

"emotion"

as a

its narrower historical sense.

Under Webster's definition, we could find a vast volume



I
I CHAPTER ONE

I "The Eve of the Apocalypse"

The German Historical Situation 1880 - 19051
Toward the end of the nineteenth century, the peoples of

Europe were existing in a state of anxiety and anticipation.

The dramatic growth of industrialization led to the birth

of the urban working class who soon began to question social

order and the values of the ruling class. Coupled with

this, Europe was introduced to the revolutionary discoveries

of Einstein and Freud which shattered man's view of himselfa The whole order of society was beingwithin nature.

questioned, man's role in the world, urbanization and decay.

The mood of discontent sprung from the questioning and works

I of such men as Zola, Jung, Malarme and Shaw, and influenced

a generation of artists.I
In the novel The Man Without Qualities , Robert MusilI describes the mood thus:

I "Nobody knew exactly what was on the way, nobody was able

I morality or perhaps a re-shaping of society.... But people

were standing up on all sides to fight against the old wayI of life.... The Superman was adored and the Subman was adored;

I
woman in the primeval garden, and the destruction of society.

I
I

-5-

I

„1
one dreamed of ancient castles and shady avenues, man and

to say whether it was to be a new art, a new man, a new



By the 189O's, Germany itself was in a crisis of intellect

and spirit which sprung from a general dissatisfaction with

Germany's political position. So while the mood of antici

pation existed throughout Europe,

"Nowhere was the reaction more intense than in Germany,

N
HI Germany's pre-occupation with national unity characterized

much of her political history during the nineteenth century.

M After the collapse of the Medieval Empire in 1268, 'Germany'

was composed of isolated rival states. Indeed, by the end

of the eighteenth century when most of the countries of

Western Europe were in the process of nationalization, Germany

was divided into no less than 1,800 separate entities.

After the defeat of Napolean, the idea of political union

was strongly put forward at the Congress of Vienna andBl defeated. The Germany empire was finally proclaimed in

91 1871.

* From this point onward, German industrialization grew at

Between 1871 and 1914, iron andan unprecendented rate.

steel production exceeded France three times "Theover.
great leap forward" begun in 1895, the Kiel Canal was

completed, the first Zepplins were built, in short, Berlin

became the economic and political centre of power.

I -6-

I

where anxiety about the future developed into extremes of
2 utter despair and wild expection", Victor Miesel.



I
I
a Expansion led to the rise of the working class, urbanization

and a concentration of population in cities and towns, often1 There, a feeling of comradeship grew and thein slums.

socialist movement gained momentum.

I rance, necessity - things that were not voluntary and that

keep man from finding himself. Work itself, the system

which pulled people into its mills with iron arms. The

I desire for money, profit, power ambition and satisfaction,

these were lies, slavery, exploitation of egotistic instincts,I Cotto Flake.

The reaction to this growth, i.e. concerns with materialism,

was seen by many as tin-German. There were those who believedI the essence of German life was being dismantled by an

I increasingly bourgeois-dominated society. As the main critic

of the time states,1 n . .. All spiritual forces should be set free, all sham stamped

out, every organization of idealistic intent allowed and

encouraged, if this were done, it would be a joy to be alive.

I
withering away of our nation".I
Art in Germany at the turn of the century, reflected theI political situation prior to the formation of the Empire

with isolated states producing separate artistic ideas and
practices. Compared to the situation in France where the

I -7-

I J

3 a lack of love among all men".

"....The holy things were statute labour, coercion, encumb-

Instead, it is a punishment today to have to witness the
4



majority of artists who combined to shape Impressionism,

national movement in Art.

At the turn of the century, these separate styles were event

ually amalgamated under Anton von Werner, leading artist

and aide to the Kaiser. Painting became the glorification

of the reigning dynasty; historical representations became

It was opposition to this establishedan official genre.

art that the various Secessions rose during the 1890's.

In 1892, the "Gegenverein Zur Kunstlergenoss Enschaft" (Society

against the Association of Artists) was founded under

of artistic ideas between nations, particularly French

Impressionism. Indeed the paintings of Fritz von Uhde have

1889 saw the founding of (The Alliance

of Eleven) under the leadership of Max Liebermann. The

"Verein Bildender" (Society of Fine Artists) Edward Munch

hung more than fifty of his paintings in Berlin. Anton

von Werner ordered the exhibition closed and in protest,

the "Alliance of Eleven" was enlarged and the Berlin Secession
came into existence.

they exhibited works by Munch, Cezanne, Van Gogh and Gauguin.

Further Secessions followed in Munich, Dresden and Vienna.

-8-

a definite affinity with his contemporary French artists.

were gathered in the Capital, Germany lacked a consistent

During the following three years,

same year, in response to an invitation by the

Fritz von Uhde, its aims were to encourage the exchange

"Vereinigung der Elj"



Another artistic phenomenon of the 1890's was the publication

of specific radical journals, the most influential being

in Berlin and "Jugend" in Munich.

Both journals

carried original prints, poems and initial analysis of topics

It is interesting that both Emileof European interest.

Nolde and Ernst Barlach achieved their first recognitionMl in them.

Ml
It is important to note that the Berlin exhibitions of French

M Impressionism appeared simultaneously with exhibitions of

It was Van Gogh who was to have a profound effect on the

younger German artists.

M GERMAN EXPRESSIONISM

91 German Expressionism arose from a feeling of crisis and

a loss of identity.

dread. Never had the world been so deathly silent. Never

0 had man felt so small. Never had he been so afraid. His

misery cries out to heaven; man cries for his soul, the0 whole period becomes one long cry for help. Art cries out

0
cries out for the spirit: That is Expressionism.

I Herman Bahr.

I -9-

post-impressionist works by Seurat, Van Gogh and Lautrec.

"Pan"

"Jugendstil", a Germany version of Art Nouveau).

(From these came

too, cries in the depths of darkness, cries out for help,
.,5

"... Never was any period so shaken by such horror, by such



Expressionism was a protest against the Bourgeoisie and

A materialistic society was no place forImpressionism.

Artists and intellectuals shared a growing

feeling of nostalgia for the myths and legends of ancient

They searched every quarter for a new directiontimes.

for their work; medieval woodcuts, the primitive arts,

contemporary works.■
Expressionism:■

George Schmidt.

Early twentieth century France and Germany were both subject

to industrial expansion and the same threat of war. The

enhanced by mechanisation and used it as the basis of Cubism.■ Germany on the other hand, whose artistic tradition is based

fl on mysticism and religious feeling, revolted against moder

nization. The French analysed form while the Germans applied

emotion to form and colour.

fl The religious idiom already mentioned had played a major

role in German art as a mystical escape from rationality.fl
This non-earthly yearning for spirituality is traced backfl to the religious wars of the seventeenth century and the

Neo-Christian movement at the end of the eighteenth century.

fl
-10-

I

a sensitive soul.

rational and logical artistic tradition of the Franch was

"... is a revelation of the profoundly problematic condition 
of Europe at the turn of the centure."^



I

In the early twentieth century, it was a means of symbolizing

the sufferings of humanity and many Expressionists used

the face of Christ or religious symbols in their work, Barlach

M for example.

German authoritarianism was also an influencing factor.

The rigid hierarchial relationships in German society were

based on the ideals of duty, respect and order, the intel-

■ lectual reaction to such strictures is often explosive

rebelliousness, none so much as in the reaction of the founding■ members of Die Brucke.

■ The emotive character of the expressionist artist stems

from these two points and was nurtured on world crisis and■ spiritual tensions. The Expressionist wished to loose them

selves to some force greater than themselves.

"Art is concerned with the profoundest of things, that its

of thinking.

0 FOOTNOTES

(1)

(2) 6.
(3)N (The

(4) Pg- 57,i
(5)

(6)
(7)
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Translated by Eitne Wilkins and Ernst Kaiser 
New York: Capricorn 1965. 
From

renovation must not be confined to form, but must be a rebirth 
„7

Pg. 59- 
Voices of German Expressionism . Pg.

Otto Flake, from his novel Die Stadt des Hirns 
City of the Brain).
Prom, The Polotic's of Cultural Despair.
Paul de Lagarde.
Hermann Bahr, as quoted by Paul Uoght in his book, 
Expressionism: German painting between 1905 and 1920', Pg. 6.

George Schmidt, from "Klee" Basel, Holbein Co., 1946, Pg. 3- 
Franz Marc, as quoted by Kristian Sotiffer in his book, 
Expressionism and Fauvism.



CHAPTER TWO

"The forerunners of Expressionism, the formation of Die

Brucke, studio practices, the printing techniques of the

group and individual works■"

"The German Expressionists created much of the most powerful

Their prints clearly bespeakgraphic art of our century.■ the artist intense sympathy with their subjects, their explo-■ sive freedom in both delineation and technique, and their

■ process."

In terms of comtemporary influence, three figures stand

out as the forerunners of Expressionism, Vincent Van Gogh,

Paul Gauguin and Edward Munch. Expressionist characteristics

can be found in the works of these three

theme, response and technique.

In the work of Van Gogh, the young German artist's aligned

fl themselves with the artist's affinity with man. His uncom

promising sympathy for the labourer and peasant was notfl
fl hitherto in Courbets work but, up to this point, a subject

never 'attacked' with such emotive drama.

I

I
I -12-

I

I

men, in terms of

a new phenomenon, for social realism had been witnessed

personel involvement through all stages of the printmaking
1J. Carter Brown.



Of the "Potatoe Eaters" Van Gogh said

as feeling, as thinking as they do ... I have wanted to

the earth with

those very hands they put in the dish ...

Van Gogh's use of pure colour as an expression of innerM turmoil greatly strengthened the expressionist argument.

!■ he states

before my eyes, I use colour more arbitrarily in order to

It was this attitude of Van Gogh's that helped shape the

by means of red and green.

Van Gogh's whiplash application of paiiitmeant that even

renderings of still-life were in agitated motion, expressing

great tensions echoed in his portraits. Also the decorative

mark influenced by Japanese woodblocks was to have a pre

dominant effect on the Jugenstil movement, and much later,

upon the artists of the Blue Rider group.

Of greatest importance with regard to Die Brucke was Van

I Gogh's mystical view of the visual arts.

I -13-

I

IT

„3

make it clear how these people ... have dug
2

Of "Night Cafe"

"... For instead of trying to render exactly what I have

".... One must paint the peasants as being one of them,

"... tried to express the terrible passions of humanity

express myself powerfully."

movement even giving it its name when he states t'lO-l" hi



M|
Of his cornfields at St. Remy, he states

vague figure fighting like... For I see in this mower a

devil in the midst of the heat to get to the end of hisa
task - I see the image of death, in the sense that humanity

the great book of nature speaks of it.as

Publication of his letters in Germany and an exhibition

of his paintings in 1901 were important events, as Max Pechstein

said
.,5fl ... Van Gogh was a father to us all.

Gauguin's relationship with German art lies in his ability

to combine colour and the fluid line, and his reversion

to primitivism. The Tahitian paintings represent mans union

with nature, where he has gone back to an unspoilt environment.

Gauguin's search for the naive was in line with the Expres-0 sionist anti-materialism and search for truth. Apparently,

8H Gauguin's travels inspired both Emile Nolde and Max Pechstein

to make pilgrimages to the South Seas.

It was Edward Munch who was the only one of the three to

have direct contact with German artists. Munch's tortureous
art was the product of

the conflict of modern times.

-14-

an unhappy life but also reflected

might be the corn he is reaping - it is an image of death,
„4



Norway had undergone a similar industrial boom, as Germany,

in the closing years of the nineteenth century. The literary
output of that time reflected the climate of crisis with

the social dramas of Ibsen and the mysticism of August

Strindberg, Munch's literary counterpart. In Norway's

Christiania, Munch was influenced by the socialist movement

n Bohemia".

Munch's personal expression begins with his "Freize of Life

series, begun in 1891 and carried on throughout his life

time. The individual is the central theme. Man under the

sway of the forces of nature, death, love and sex. Many

aspects of the male/female relationship were explored with

an emphasis on male vunerability before the forces of woman.

The female more oftenly depicted as a blood-sucking vampire.

Munch stated

Bl tl ... I paint not what I see, but what I saw..

0 Munch's attitude of mind influenced the Expressionists.

0 In his work, they found their conception of art, i.e. a

Munch'scrystalization of deep spiritual urges.

subjectivity, sense of drama and violent use of colour,

inspired a generation.

On the technical side, Munch's later woodblock prints were

to provide Die Brucke with their means of dramatic expression.

-15-

I

.,6

and allied himself with the anti-bourgeois group, 'Christiania



Munch used plain pine boards from packaging as his blocks,

composing freely in large masses of colour avoiding semi-

He was the first to use natural patterning of woodgraintints.

for aesthetic effect.

*See Illustration 1 & 2

He evolved a method of colour printing by sawing a block

Each piece was then coloured individuallyinto separate areas.

in the varying hues and put together again and printed in

one run through the press. In all, Munch made about eight

hundred prints in all mediums.

FORMATION OF DIE BRUCKE (THE BRIDGE)

The Berliner Secession of 1902 contained all the divergents

of style, the collectivisation of all influences on the

the last German romantics, social realists, Germannew art;

naturalists and impressionists, but more importantly, it

The history of German expressionism is said to begin in

the summer of 1905 in Dresden, when four students of archi

tecture joined together under the name "Die Brucke". The

students were Ernst Ludwig Kirchner and Fritz Bleyl, both

Erich Heckel, twenty-two and Karl Schnudt-twenty-five.

Rottluff, twenty-one.

-16-

featured Munch's "Freize of Life".
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Son of a Professor of Chemistry, he grew up in Chemnitz,group.

Saxony and moved to Dresden in 1901 where he attended the

Technische Hochschule, finishing in 1905. In 1901, he met
Fritz Bleyl at the school and the two began to paint together.
The other half of the group met in a literary circle in
Chemnitz in 1901. Erich Heckel and Schmidt-Rottluff sharedIB love of painting and writing. Heckel moved to

IB Dresden in 1904, to study architecture and through his elder

brother, met Kirchner and Bleyl. Schmidt-Rottluff joined

the trio in 1905 when he also moved to Dresden to study

architecture.
II It was a lucky chance that brought together a group of

individuals whose personalities and talents led them naturally

Their way of life, though strangeto the vocation of artists.

to the ordinary man, was

and simple compulsion to intergrate art and life.. Ernst

Ludwig Kirchner.

The emergence of Die Brucke coincides with Fauvism in France.
Edward Munch, 1895, DrypointWOMAN The name was probably taken from the writer Nietzsche whom

they all admired:

*

I -17-

a common

not meant to shock, it was a pure
„7

"... What is great in man is that he is a bridge not a 
goal..."8

Kirchner, born in 1880, was the animating member of the



De Brucke artists saw themselves as a bridge from the academic

traditions of the past to a radical 'new art', calling upon
all young artists to collaborate

"...with faith in the growth of a new generation of creators

and art lovers, we call upon all youth to join together

and as youths ourselves, bearing the future within us, we

wish to create our own freedom of life and movement in the

face of the long established older forces. Whoever renders!■
with us... Ernst Ludwig Kirchner.

Other members were added shortly after 1905. In a letter

of invitation to Emile Nolde, Schmidt-Rottluff states boldly

and effervescent elements; that is what the name implies...

Nolde did join for a year, and Max Pechstein joined afterBi Another important artist, Otto Muller in 1910.1906. Other

GM artists associated with the group include Luno Amiet, Axel

Gallen-Kallela and Kess Van Dongen but these were simply

The founding members remained the nucleustransitory members.

of the movement.

The four students formed an artistic community were empty

lots served as studios where they lived, worked and ate

Studio furniture was carved and utensils personallytogether.

decorated by the artists until eventually their studios

became total contained environments. This idea of a creative

-18-

directly and sincerely what impels him to create, belongs 
„9

"One of the aims of the Brucke is to attract all revolutionary
„10
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3. girls BATHING 1 Max Pechstein, 1911, Woodcut
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their work, they were blending their lives with their art

Those initialto produce spontaneous and more truthful work.

bb years were spent not in the expression of angst (not yet

at least) but in the freedom of expression - their source

being the nude.

IB Initially, they celebrated movement, light and energy, the

!■ models living for long periods in the studios, moving freely

Summers were spent in the countryside where theabout.

M artists placed their models in the landscape and worked

Erich Heckel described this early approachdirectly from them.

thus:

... We are interested in simple, obvious happenings, andIf

have always drawn human beings, unposed and withoutwe
.,11tracings ... the essential for us, was free of pathos...

3*See Illustration

Die Brucke's emphasis on printmaking initially sprang from

the power of print as a reproductive medium which would

reach a wider audience and from the fact that printmaking

had always essentially been part of Germanic art.0 Print

making was democratic and manual and thus it appealed for

0 its directness. Finally the simplicity and boldness of

statement inherent, particularly in the woodblock, appealed

0 to the group's sense of the dramatic.

-19-

I

it

co-operative sprang from their desire for authenticity in



made their own prints.*
Drawings were submitted to specialist craftsmen and prints
produced. The emergence of Max Klinger, toward the end■ of the nineteenth century was of major influence in that■ he was the first artist for decades

Klinger
V put forward the theory that drawing

were the true vehicle for fantasy inV
V liberating effect on the Brucke

group in that it defended the self sufficiency of graphic

I ar t.

I Twentieth century audiences were already awakened to the

potentials of print, through three major channels.I Firstly,
the revival of the colour woodcut influenced by Japan, then

I the establishment of illustrated magazines in Germany, "Pan"
major example and lastly, the craze for

I posters instigated by Art Nouveau.

I Die Brucke, inspired by Munch, endlesslyas
creative. They experimented withI

made with varying
marks, the possibilities of different

on which toI print.

I
-20-

to produce his own prints.
In a letter to his patron, Julius Albers in 1885,

Nineteenth century Europe saw the art of original printmaking 
at a low ebb.

inkings, wiping and 
pressure as well as the variety of surfaces

art and that painting
by presenting too much definition, left nothing to the imagin
ation. His theory had a

saw printmaking

1895 - 1900 is a

or graphic renderings

every aspect of the print
making process, i.e. how the image could be

In Germany, none, (with a few exceptions) 
of the central figures in printmaking



One general characterisec stands out, all accidentals are
* assimulated for none of the rough edges

refinded. As Nolde statesft material just as in

ft it grows determines the character

Dirchner describes the importance of graphic art thus:■ is perhaps

V On the other hand, the
technical manipulations release
that do not easier handling

I of drawing and painting. The mechanical process of printing
unites the various work phases, the task
be safely extended as long as one likes.

I
first

Ernst Ludwig Kirchner.

I PRINTING TECHNIQUES OF DIE BRUCKE

I Most of the artists of Die Brucke produced their most success
ful and dynamic prints while still members.I they produced the most varied and

I group, have
yet to be surpassed. Although the hectic creativity ofI

I
-21-

I

unique loose form of the 
drawing solidly and definitively.

aesthetic gain and 
or abrasions have been

energy in the artist, forces 
come into play with the much

memorable examples of 
woodblock; etching and lithography, which as a

grow from the
nature, the soil from which

12of the plant..."

creating form can

There is something 
very attractive about re-working over and over again.... 
There is no greater joy than watchiftt the roller the 

13 time it moves across the woodblock."

"... The will driving the

••. I want my work to

artist to do graphic work 
in part an effort to stamp the

In eight years,



IB

B
B
B
■1
■
■
■
■
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I
I the group concentrated itself upon all three mediums, it

I was undoubtedly the woodblock which crystalized the mood

of Expressionism.
*

4 & 5See Illustration

I
The earliest woodcuts were made independently by Kirchner

Ij and Heckel in 1903. Early woodcuts generally follow the

methods developed by Felix Valloton and William NicholsonI in the 189O's. This was the definition of form by contrasting

I areas of black-and-white. The line was curved and decorative

and half-tones were absent. This was widely practiced by

I Jugenstil artists.

I By 1906, Die Brucke were experimenting with breaking up

these large masses and replacing them with textured areasI by which means they were arriving at a more lively and less

H Decorative line was no longer an issue.mechanical result.

Felix Volloton had achieved his serpentine line by using

N In Die Brucke prints, the knife wasa clean edged knife.

replaced with the "gouge", an instrument which will varyI the width and depth of a line according to hand pressure.

0 This tool allowed the knots and grain inherent in wood to
5. LAZINESS Felix Vallotton, I896, Woodcut become part of the overall image.

I
I applied in painterly fashion, the artists used pure colours

on hand made and coloured papers with astonishing variety.I
I -22-

I

The experimentation with colour was fresh and exciting and



I
I Classic 'Die Brucke' style in woodblock began in 1908, when

I the last traces of Jugenstils traditional black-and-white,

was abandoned. Heckel had already been experimenting with

I the receptivity of various wood types and by 1908 the group

defining form by using variations in light and shade.wereI The Brucke half-tone relied upon irregular cuttings in the

I lighted area, with variations in the depth of such marks,

the shallowest custs would not take a full charge of ink

I and therefore, would appear lightest. The effect was enhanced

by varying the pressure during printing.I
After 1908, it was stylistic development that surpassedI From 1910, the influence of primitivetechnical innovation.

art relects the themes of their work. After the move to

the capital in 1911, their forms became more angular and■ sharp as a consequence of the Cubist movement. By 1911,

technical interest was re-injected as the group experimentedII Heckel had adopted Munch's practicewith colour printing.

I of sawing up the block and colouring separately. By 1912,

he had so sophisticated his technique that he could colour

I one block in as many varying colours as was desired. Kirchner

for the most part, stuck to the traditional method of ' oneI block, one colour', but his constant re-arranging of the

1 order in which they were printed meant that no two prints

I
I

-23-

I

synonymous with Die Brucke woodcuts.

were exactly the same and were given a drama and excitement



I
I
I In lithography, Die Brucke artists turned every convention

I upside down. Previously, artists merely made the initial

drawing on the stone, which was then left in the hands of

I skilled printers to carry out the rest, i.e. the graining
of the stone, etching of the image, and subsequent printing.

I Die Brucke did not employ such services but carried out

all the functions themselves.I
I The simple reproduction of a drawing was not the aim of

Die Brucke, the initial drawing was the mere starting point

I of the image; then through a series of etchings and inkings

they would push and pull their drawing to completion.I
Die Brucke washed down their stones with a solution of waterI and turpentine (a method which is most dangerous as the

I turpentine dissolves the protective gum layer). The results

I "... Through this (process) both the drawn line and the

wetter surface undergo a change of substance: the particles

loosened and refined according

I to the structure of the stone, the line loses its sharp

edges, the gaps between thickly laid areas of line

less filled up, while on the other hand the darker areasor

Since moreover small particlesreduced to a lighter tone.are

of the drawing material are driven over the areas of the

stone untouched in the drawing - a process which is assisted

I -24-
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are best described by Kirchner's cataloguer, Scheifler:

are more

of pigment of the crayon are



*

R
*1 in details by the artist himself - he can achieve a complete

ft
HECKEL ON BRUCKE LITHOGRAPHYR The following translation was made from an edited version■ of a tape-recording of a conversation held between Erich

24th October 1958:

N *It has been re-edited by myself to include only what is

relevant to this thesis.■ It In 1907? we were given a single lithographic stone by a■ lithographic printing firm. On this stone E.L. Kirchner

and I made in turn the most varied experiments; from these

I emerged potentialities which were not to be met in normal

We were not searching forpractice in making lithographs.II new techniques, but our methods of working the litho stone

I gave rise to new possibilities.

All other artists usually use transfer paper on which theyI draw with lithographic crayon; they then hand the paper

I over to a lithographic firm... In the case of Kirchner and

myself, we ourselves applied the gum arable to the single

0 stone that we had and pulled impressions with our own hands.

In the course of working on the stone, new technical

possibilities emerged which a conventional litho-printer

Kirchner and I found out how to makewould never adopt.

certain parts of the stone come out grey by reducing the

-25-

I

Heckel and Ronan Norbert Ketterer on

scale of tone from light to dark, but in quite a different
14way from cross-hatching with the crayon."
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6. WOMAN Karl Schmidt-Rottluff, 1914, Lithograph
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Noblack crayon with the help of acid to a grey stone.

lithographic printer in the world would allow such a thing.

The stone was always wetted before we printed from it, since

the stone remains wet in those areas that it has been etched

and repels the printing ink. But in those parts where it

is greasy, it repels the water and attracts the printing

ink. We could wash the whole stone each time with coloured

water, either yellow, grey or blue. This coloured water

is printed at the same time, so that the design appears

on the paper in black printing ink and also with watercolour.

So we have a coloured lithograph.

6.*See Illustration

The same unconventional attitude was applied to intaglio.

Heckel and Kirchner began etching in 1906 and their first

prints were mainly uncertain exercises as they were largely

From the beginning (as in their woodcuts),self-taught.

they made it evident that a metal plate had been used, often

using tarnished plates or the backs of other images, scratches

spontaneity never previously witnessed.

Schmidt-Rottluff and Emile Nolde used iron plates, an unusual

choice as iron by its nature leaves no surface tone and

would have to have had a film of ink left

wiping if the full tonal effect was to be achieved. The
woman man SERVANT Emile group manipulated this variance in wiping to such an extent

Ji -26-
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,.15

1 :.;s

on them during

would then appear at random rendering their works with a

1918, Etching



that the image, made on the plate through the various processes,

simply the basis of rigorous experimentation in inkingRl was

and wiping, until their prints became monotypes as such.

With regard to conventional aquatint, whereby a regular

R covering of resin is applied, immersed in acid by which

the areas around each individual grain are bitten to a lower■ level, a tone is achieved. As opposed to this, the Brucke

applied random coverings of resin and brushed on acid, the■ result was a smattering of irregular tones. They also immersed■ their plates without any protective grounds (a method known

today as■ resulted in exciting combinations of light and dark, which

could be refined with a 'burnished' for the desired effect.II
Nolde is considered the finest intaglio printmaker ofII As Kirchner proclaimed in the "Chronik DerDie Brucke.

I Brucke" :

I
I 7-*See Illustration

With regard to individual members, it was Schmidt-Rottluff

who promoted the interest in lithography within the group.

But his woodcuts, to which he turned in 1909, achieved for

I him his greatest success.

sculptural quality reflecting the influence of African

I
IBROTHER AND SISTER -27-Erlch Heckel, Woodcut

I J

"open-bite") combined with their aquatints, this

His prints are imbued with a

"... he (Nolde) enriched our exhibitions with the interesting
. ,,16techniques of his etchings...



sculpture. In his series on the themes of the New Testament
(1918 1919) bodies, faces and hands are simplified to

emphasise the rigidity of gestures. Of all the members,
Rottluff used religious images to the greatest extent, and
with the greatest emotive power.

*See Illustration 8.

D
To Erich Hekel, line was of paramount importance. Like■ his colleagues, he worked in all three print mediums. It
was after the groups move to Berlin that he achieved his■ greatest graphic success. In an essay of Heckels drawings,

the critic, Karlheinz Gabler, writes:

"That in just half a decade the autodidacts (Kirchner and

til Schmidt-Rottluff) succeeded in becoming trail-blazers and

new and by now universal art, was nottil
ti and irrepressible Heckel.

ti Heckel was director and promoter of the group from its begin-

His early woodcuts were primarily concerned withning.
black-and-white renderings of pattern and surface texture

using his environment or the nude as his His develop-source.ti shows all nuances of the Die Brucke woodcut. Heckelment

ti deliberately varies the thickness and direction of his line

His late portraits therefore,to avoid flowing decoration.

I hard and angular and filled with agitated motion dueare

to the variance of descriptive line.

I -28-
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least due to the drive and inventive spirit of the restless

7

bridge-builders of a



I
I
Ibest remembered.Hekel is The Fauve artists were interested primarily in landscape,that

for these and prevadingIt is

II still life studies and the nude. While the Brucke artists
show

Van Gogh's portraits were more humanistic in approach, their art is filled withto

111is seconddoom cafe, street singers, portraits, religious and literary themes

over a Iin all he p:Kirchneronly to the years 1905 different i$fcatake on a symbolic nature..reduced betweenof which were pthree-quarters from each other, in similar expressions as to pronounce aIand 1923- more universal type of expression.

I9*See Illustration was the distortion of form, local colours

clumsiness of gesture and a general brutalization of facialofannual portfoliosproduced iFrom features as opposed to naturalistic treatment. The Expres-members" .to sionist was responding in his own way to the dislocationa of his society and the closeness of war. The protest of

of internal dissention. a creature and a society in anguish.
Sonderbund exhibitionfinally confirmed at theachievement was

11Individuals began to work out their This representation of the dramas in the world, the age ofin Cologne in 1912.
became apparent. machines, cities and poverty was dependant on a suitableown 8 The idiom of Expressionism is the reduction of suchmedia.The

confusion to planes and lines, so that its message is grasped8backof their years together, was meant to draw the group
readily, not detail by detail. Certain successes are madeWith a text written by Kirchner and publishedtogether.

fl in Expressionist paintings where a broad treatment is used.in 1913, Heckel said of it:
However, the effect was achieved more powerfully and strikingly"His text was not in accordance with the facts, either in
in prints.

Schmidt-Rottluffs view, or in mine, nor did it correspond

flto our rejections of
An entire generation of German artists were affected by the

The

I distortions of Die Brucke. Artists who attribute influence

directly, include Cesar Klein, Max Kaus, Felixmuller and

fl
II -30-
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1906 onwards, the group
subscribing "passive

personal styles and the need for severance
written account

uncertainty

programmes in general...
"Chronik" led to the dissolution

.,18

of the group.

later portraits

all the fear,

but unlike the Impressionists treatment of such, the themes 
cb'd nof 

The people usually t 

Chronik der Kunstlergruppe Brucke , a

The means of this task
andj^space^a deliberate

their original prints
Six such portfolios appeared, but the seventh was the victim 

General recognition of the Brucke's

of the era
for their psychological insight.

>roduced

Personally, they
and are comparable

Heckel's output

thousand prints,



I Shortly after the Brucke movement, French, DutchSegall.

and Belgian expressionists responded to the stimulus, and

in the United States, during the 193O's, the social realists

utilized Brucke methods to portray the depression. Indeed,

the greatest testament of all is that, even in Germany today,

after Hitlerian academicism, many graphic artists still follow

Brucke examples.

I
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CHAPTER THREE

"ERNST LUDWIG KIRCHNER : PRINTMAKER AND EXPRESSIONIST"

Ernst Ludwig Kirchner was the most original, dynamic and

His graphic work includes

logued. In addition, he executed paintings, watercolours,

tapestries and drawings.

■ Of the group, he was most aware of the potentials of print.

He likewise exploited stone, plate and woodblock to a much■ greater extent than the others. He noted all developments

in his prints by liaison with his cataloguer, Scheifler.■ published in a limited

M edition of two volumes containing many original woodblocks

and typographic ornamentation. Several articles appeared

I about him in the publication Genius and elsewhere by

L. de Marsalle, who was, in fact, Kirchner himself.I
Largely self-taught, he moved beyond Jugenstil. His influencesI encompassing old German art, the primitive art of the South

I Max ((Linger and medieval woodcuts.Seas and Africa,

Like the Impressionists, he sketched on the streets and soon

By 1911equipped himself with

I he had established his own style and from this point, until

the outbreak of war, he produced an uncanny volume of work.I The next outburst of work occurred from 1917-24.

I
I! -33-

I

a rapid form of notation.

One such being the "Catalogue Raisonne"

over twenty-four hundred prints, which are still being cata-

prolific of the Brucke group.



At the outbreak of war, he was assigned to artillery training

at Halle, which led to a complete physical breakdown, (Kirchner

suffered from a weakness of the lungs). He moved to Davos,
Switzerland where he regained some degree of health. Fear

of recall into the army forced him to starve himself until

doctors rendered him incureable. After the war, he recovered

rapidly, and settled in Switzerland until the triumph of[I the Nazis and the confiscation of his art in Germany caused

I him to commit suicide in 1938.

with large forms and simple colours, and it is my goal today...

I wanted to express the richness and joy of living, to paintI
humanity at work and play in its reactions and interreactions,

I Ernst Ludwig

1937-Kirchner,

I
Kirchner was enthusiastic, passionate and impulsive. Expres

sionism was vital to his nature, and his hypersensitivity

I
He made the woodblocks for the Brucke posters and catalogues.

He produced illustrations for Georg Heym's Umbra Vitae

I including woodcuts for the cover and an etched portrait of

the poet.

In Munich, Kirchner saw many exhibitions and was most strongly

aroused by the Post Impressionists including Signac, Toulouse-

-34-

"... My goal was always to express emotion and experience

never allowed him rest.

1and to express love as well as hatred..."



I!
I

Lautrec, Vallotton and Van Gogh. Of this time in Munich,
he states:
If ... it came to me at an exhibition of the Munich Secession,

where the pictures made the deepest impression on me because

of the significance of their content and execution and because

of the total lack of public interest... why wouldn't the

worthy gentlement of the Secession paint this life with bloodI in its veins...

I
By 1920, Kirchner had developed his own very personal use

I of line, to which he gave the name of 'hieroglyphs'.

"...Hieroglyphs in the sense that they represent natural
I forms in simplified, two dimensional forms and suggest their

meaning to the onlooker.I Feeling constantly forms new hier-

I mass of lines, and become almost geometrical symbols.

Ernst Ludwig Kirchner.

The formative Dresden period saw Kirchner working in a style

still reliant on Jugenstil practices, the works from a Summer

spent on the Moritzburger lakes were more post-impressionist

Works from Dresden show the greaterthan expressionist.

humanistic sympathies of Kirchner, his powerful feeling for

nature, and the blending of Fauvist Primitive and Munch-

I His early works are largely concerned withtype painting.

the nude, and echoes of Munch prevail, with his various

arrangements of male/female nudes.

-35-

„2

oglyphs, which emerge from what is at first sight a confused
„3
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10. FIVE WOMEN ON THE STREETI Ernst Ludwig Kirchner, 1913, 
Oil on Canas

li
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In 1912, he participated in the second (graphics) exhibition

I of the Blue Rider at Munich. Die Brucke was well established
and drawing to its close. After this point, his art turned

I] increasingly to the psychological. Influenced by the city,

he combined its tensions, excitements and frivality intoJ his work.

li He began a long series of paintings of Berlin street scenes,

f concentrating on aimless figures who roam the brightly lit

streets, particularly prostitutes. One of the most successful
I

*See Illustration 10

I The bright green of the surface background serves to emphasise

the isolation of the figures. Yet they are all bound in

I circular motion by similarity in their gestures, expressions,a

We can plainly see the influence the woodblockand movements.

had on Kirchner's paintings, by the angular marking reminicent

I One could say that such works exemplifyof the gouge mark.
the Expressionist idiom in subject, execution, and mood.

I forever seeking new forms and methods, forever
battlefield between form andusing the picture plane as a

what he wished to express.

11*See Illustration

After the war, Kirchner settled in the remote area of Davos,
• (detail) Kirchner, 1914, Woodcut here in 1918, he made two series of woodcuts based on male/I Kirchner had been through severe mentalfemale relationships.

I and physical illness, and the effect of this and the aftermath

of war, began to appear forcibly in his work. His pieces

I -36-

of these paintings is "Five Women in the Street (1913)"

Kirchner was
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12. CONFLICT Kirchner, 1915» Woodcut

I



became tragic and full of pathos, many steps away from his

celebrations of the nude in Dresden. The conflict between

fear, hate and hope is reflected in the series of woodcuts
nfor Peter Schlemihls Wundersame Geschichte" by Adelbert

von Chamisso, the strange story of a man who sold his shadow

and thereby was reprimanded by his soul, as he sought in

vain to recover his shadow.

*See Illustration 12

Kirchner's interest in the primitive, is still clearly evident,

for in these prints he has adapted the planear divisions

and bold use of colour so often found in tribal masks, theI
deeply subjective portrait of art dealer Ludwig Schames shows

I how Kirchner has refined this technique with much more subtlety

by increased facial detail.
I *See Illustration 13

Kirchner has managed to use primitive material in a highly

I personalised manner, he absorbed its influence as a simple

and yet powerful form of expression.

I
It is generally accepted that the woodcut formed an essential

element in Kirchner's art during the first few decades of

The woodcut as Kirchner handled it, becamethis century.

a major stylistic influence, his woodcuts often being ahead

of his painting (or at least containing more dynamism).

In contrast to the conventional view that graphics merely.
!3. PORTRAIT OF SCHAMES reproduces what the painter has invented, Kirchner's woodcutsKirchner, 19171 Woodcut
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14• BUDEZESE ENTER UBERHANGENDEN (detail) Kirchner, 1914 , \jJoocL~Cl/T‘



are richer in motif and idea and more varied than hitherto
German woodcuts.

The whole of Expressionist history can be traced through
the woodcuts of Kirchner. Freed from the decorative style
of Jugenstil, he began with the gouge to free the nude from
conventional shackles.[ *See Illustration 14

I
In this print, the nude moves freely within the landscape

I totally harmonious with his surroundings, trees, scrubs,

animals are rentered with marks echoed in the human forms,1 shifts in perspective renders the viewer with no converging

I point with which to read the image. The viewer must take

in all at one glance, this is the shock element inherent

J There are no semi-tints form in flattenedin woodblock.

angular, and agressive, compare this study with KirchnersJ even Pechstein's prints

5 on the same theme, *See Illustration 3, and it is easy to

just how far Kirchner had taken the woodblock print.see

J
The love of cities was shared by all members of Die Brucke,

On one hand, they were the centercities were Janus-faced.

population, ill health, poverty and slums, all that Die Brucke

I were reacting against, yet the city was the nucleus of artistic

Poets, painters, writers gathered with a commonanarchy.

I Kirchner's studies of city lifeaim of changing society.

reflect its many facets, from poverty to bohemia, mostly
‘ GROBE GEBtp -38-Kirchner, 1924, Woodcut

R
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of industrialization and all that it created, i.e. over-

early nudes, *See Illustration 4, or
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MOUNTAIN WITH THUNDER Kirchner, Woodcut
0
i



aimless, his characters are fickle like his studies of

prostitutes, *See Illustration 11, or just engaged in their
day to day routines, in cafes, street corners and theatres.
Kirchner holds

with all its faults and glories.

Reverence for nature was a part of Expressionist philosophy.
Kirchner made many prints of the landscape from his Summers

spent in Moritzburg with his colleagues and from Switzerland,

the jutting points of the Alps, perfect for rendering with
his tools.

*See Illustration 15-

Expression of that which was within is the character of Die

Brucke, particularly Kirchner, his dynamic landscape, made

in 1917, *See Illustration 16, is far from calm, it is threatening,

it suggests a monstrous power outside of mans reach, nature

shows its violent face, the thundercloud could express doom,

fear or the carnage of war, whatever, that, I feel isor
Expressionism, familiar forms torn apart, analysed, distorted

and exagerated in

with which it was carved.

said that the idiom and most powerfulMany historians haveI found in Die Brucke portraits. That

Kandinsky, the ultimate facade, behind which all thoughts,I^■911, Woodcut the human face is
One has but to lookfantasies, loves and hates lie.fears,

I many portraits, *See Illustration 9, tothrough Heckel's
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up a mirror of Berlin in the 1910-1920 era,

force of expression was

a simple landscape, one can sense the anxiety
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find a catalogue of human emotion. Kirchner also found a

I key to the inner-mind, the people in his woodcuts are constantly

in motion, the tranverse marks and contrasts between black-

I and-white combine to make up dynamic studies of facial gesture.

For me, Kirchner reached the highest point in both the technicalI and conceptual when he carved "Conflict", *See Illustration 12.

I Ernst Ludwig Kirchner continued to make prints until his

i death in 1938. His importance to the modern movement extends

far beyond his leadership of Die Brucke, Kirchner with the

I exception of Nolde, was the only member to remain consistently

Expressionist. Although he exercised some considerableI influence on young painters, in Switzerland he remained true

I to his earlier ideals in that he worked without the influences

from trends in art which were to affect the rest. Had he

11 remained in Germany, it is possible that his work could have

been affected by the anti-Expressionist trend of the middle

I The year before he died,twenties, one can only speculate.

I he wrote:

"For these last ten years I could really sing a song of

I illness and my struggles against it. Before the war so healty

But in spite of it

I
I

JI -40-
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and since then nothing but sickness.
4Creativeness."
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As quoted "The Expressionist", Carl Zigrosser, 
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1937, from a letter to Curt Valentin, 
Expressionism & Expressionists , Pg.
1937, from a letter to Curt Valentin, 
Expressionism & Expressionist , Pg. 40.

As quoted "The German Expressionists", B.S. Myers, Pg. 12.
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CHAPTER FOUR

"The Blue Rider and Post-War Years"

I
"One starting point in the belief that the artist is constantly

I engaged in collecting experiences in an inner world, in addition

to the impressions he receives from the external world, fromI
The search for artistic forms in which to expressnature.

I the mutual interpenetration of these two kinds of experience,

for forms which must be free of every kind of irrelevancy
I in order to express nothing but the essentials - in short,

the pursuit of artistic synthesis - this seems to us to be

„1present time.

The second organised group of Expressionists in Germany developed

In January of that year, a groupin Munich around 1909-

of artists founded the Neue Kunstlervereingigung, Munchen

('New Artists' Alliance, Munich) with the common aim of

"organising art exhibitions in Germany and abroad, and of

Led by Wassily Kandinsky, it included Alexej von Tawlensky

I Their second in September 1910 includedand Gabriele Munter.

works by Braque, Picasso, Roualt, Derain,

Clearly the movement was attractingHatler among others.
By 1911, August Macke and Franzinternational attention.

Marc had joined its ranks.

-42-

reinforcing their effect by lectures, publications and similar
„2means.

a watchword which is uniting more and more artists at this

VlaminicK and
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I
I Inner disputes within the group in September of that year

forced Kandinsky, Macke and Marc to leave (the group itselfI disbanded in 1912), who upon leaving put together an exhibition

to be shown at the Thannhausen Gallery in Munich, the show

marked the formation of "The Blue Rider" group. It was titled
'1st Ausstellung der Redaktion des Blauen Reiter' (first

exhibition of the Editors of The Blue Rider). The name isI said to have originated from the title of one of Kandinsky's

I paintings.

A second, more co-ordinated exhibition, was held in April

1912 and included graphic works from Die Brucke members.

I
Itfr aimThe Blue Rider Almanac also appeared in that year.

tl that the publication will unite in one place the efforts

which are making themselves noticed so forcibly in every

All the divergents of styles that interested the group; art

from the Far East, Egypt, Bavarian Folk Art, as well as works

by Rousseau, Matisse, and Cezanne and for the first timeI it placed children's art on the same level as contemporary

works.
a

I However, the 'Almanac' marked the end of this association

just as the 'Chronik' would end the Brucke group, for no

I
I
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sphere of the arts and whose fundamental purpose is to push 
3

back the existing limits of artistic expression"

other exhibition was held under 'The Blue Rider' name.
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Both "De Brucke" and "The Blue Rider" groups believed firmly

1 new art'. They both shared a common

distaste for materialism, and a common rejection of Impressionism.

They were both influenced by the primitive, the former being

attracted to the demonic in African and Oceanian art, theI latter in the naivety of Bavarian folk art. The result is

I obvious if one compares the gentle naturalism of Klee with

the brutality of Heckel and Kirchner. Through the intellect1 of Kandinsky and the religious ethos of Franz Marc, the Blue

Rider gained a heightened spiritual quality. Die BruckeI members worked vigorously and manually, members of the Blue

Rider began with the intellect, both analysing and philosophising.

They were just as much interested in social, religious and

literary developments as with the creation of art. Their

joy in the communication of man and nature was more easily

identifyable in their paintings and continual use of colour.

Unlike De Brucke, they worked in individual studios and printing

(particularly the woodblock) was of lesser importance as

by its nature and its use in Die Brucke, it appeared angular

The fluidity of paint on canvas was moreand geometrical.J cohesive with their aims.

immediately associates this group with.

In the prints ofPrintmaking was not totally disregarded.

The Blue Rider, the original Brucke Expressionism was modified

I to near abstraction and a greater emphasis placed on mystical

Kandinsky was already developing his conceptexperiences.I paint in which all representation of naturalof abstraction in

II -44-

in the creation of a

Indeed, it is 'colour' that one
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I Marc, 1912, WoodcutANNUNCIATION
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I objects was rejected, and line, colour and planes in themselves

produced the response WITHOUT a recognisable 'image'. The

few prints that he made show the beginnings of this concept

although some representations of natural forms are made.

The woodcuts imposed a degree of simplification, which playedI a vital role in the development of this style, serving as

a link between ornament and abstraction.

*See Illustration 17

Franz Marc was more responsive to the possibilities of print-

During his lifetime, he made seventeen lithographs,making.
Marc is saidand during the war years, twenty-one woodcuts.

to have been one of the most warm and engaging characters

I His response to life wasof the expressionist movement.
mystical identification with nature and in his woodcuts,a

he makes use of the line and flat-mass areas to project a

simplification of such subjects as animals, landscape and

religious themes.

19. *Illustration 18 addresses us to the inner exaltation of

J Mary, the radiating lines and image of both sun and moon1918,
The simple use of line and contrastadd a cosmic dimension.

is somewhat similar to Jugenstil.

In retrospective, most of the Blue Rider prints used the

Jugenstil method of Felix Vallotton, discussed earlier.I The differences in artistic concerns explains their reversion

I
B -45-

Schmldt-Rottluff, 
Woodcut

to the decorative and lyrical.
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I produced the response WITHOUT a recognisable 'image'. The

few prints that he made show the beginnings of this concept

although some representations of natural forms are made.
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simplification of such subjects as animals, landscape and

religious themes.

19. *Illustration 18 addresses us to the inner exaltation of

I Mary, the radiating lines and image of both sun and moon1918,
The simple use of line and contrastadd a cosmic dimension.
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Jugenstil method of Felix Vallotton, discussed earlier.I differences in artistic concerns explains their reversionThe
the decorative and lyrical.to
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Schmidt-Rottluff, 
Woodcut



I

II
in that their work often carried a socialist message, theJ

a self-identification with nature, the synthesis of mans inner

world with external powers. Die Brucke reaction to nature

I was to destroy it analitically to see what lay underneath.

The Blue Rider, however, projected fh4mselt7i$into the mysteries

of his landscape, without brutality but with the naiveity

I Through this Die Brucke made their violent retreatof a child.
The Blue Rider uses more imaginative andinto themselves.

lyrical devices to make their escape, i.e. the serpentine

swirl of Jugenstil.I
I conception of how nature is really reflected in the eyes

How wretched, how soulless our habit of placingof an animal?

I animals in a landscape which mirrors our own vision instead

I Marc .

I "The artist expresses only what he has within himself, not

Jawlenskey.what he sees with his eyes.

I
August Macke.sound of red and blue, of lines, curves, etc...

I THE OUTBREAK OF WAR

I In August 1914, the long-dreaded 'great war' began. The

great majority of Germans, workers and artists alike welcomed

it, after the mood of suspense and crisis prevading the years

-46-

„5
"The vitality of a painted surface derives from the simultaneous

„6

More often than not, "Die Brucke" artists were humanitarians

Blue Rider on the other hand, saw painting as a more romantic

"Is there a more mysterious idea for the artist than the

of sinking ourselves in the soul of the animal to imagine
4 its perceptions..."



from 1880-1900, it came almost as a relief,
I! ... How could the artist, the soldier in the artist, help

thanking God for the collapse of a peace-time wold of which

I he was sick, thoroughly sick? War! We felt its coming as

a purification, a liberation, an immense hope. This is whatI „7 Thomas Mann 1914.the poets spoke of, only of this.

■ Among the artists involved in the first world war were, Ernst

H Ludwig Kirchner, (drafted), August Macke, Franz Marc, Otto

Dix and George Groz. The prevailing mood was that the war

II would create a new society, that Utopia (the artists dream)

By 1918, afterwould rise as the Pheonix from the ashes.H such a dream was shattered. There wouldthree years of war,

'new world', on the contrary, men had been turned intofl be no
cattle, and war had released in them their basest instincts,

fl stupidity, cruelty and violence emerged as mans true nature.

For many, the war became a crime against humanity. The artists

fl struggled to find a means to express their response. Some

found solice in producing religious images, the most famousfl perhaps, Schmidt-Rottluff's Christ.

II *See Illustration 19-

II However,

it was a time of feverish excitement of self-analysis, guilt

The end of the war sawand revulsion, hunger and poverty.

the collapse of the old order, old habits and old stabilities

were crumbling.

I
-47-

The war^ and its aftermath, were a great shock.



What is important is the fact that before the war, Die Brucke

and Blaue Reiter were minor national groups like Fauvism

or Orphism. The war had given them purposeful depth and

Expressionism emerged as a worldwide school.
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I CONCLUSION

I German Expressionism was a cultural movement, a product of

I society, therefore, it cannot be separated from the political

and social world of its time. It envisaged the arts as a1 teaching tool of and for society. The Expressionists were

a protest-generation. The basis animus behind it being theI social conflict, the struggle of the young against an older

I established order, who seemed bent on preventing change.

They were seen as didactic and anti-humanist. Consequently,

the Expressionists' goals, among others, were compassion

religion free of hypocrisy, freedom of expression, honesty

time) peace on earth.

In retrospect, this Utopian attitudeIn short a better world.

and indeed, some quoted ramblings can be viewed as emotive

and extreme and therefore, open to criticism. Yet it must

be said that behind it all, there was a truism, a search

for oneself, they explored the realm of man's inner-self

In this, their most impressive achievementand expressed it.

is the participation of all the art forms, undoubtedly begin

ning with the visual arts, they attracted the poets, writers,

dramatists, actors, composers and film-makers. Never before

in modern history had the romantic dream of the "Gesamtkunstuierk"

(the total work of art encompassing all art) been so close

to realisation as between 1905 - 1925-

I
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concerning sexual matters and (for a

and love of their fellow-man, reverence for nature, as true



With regard to printmaking in general, after Die Brucke,

its continuance relied upon individuals inspired by its potentials
i.e. Kokoschka, Kollwitz, Beckmann, Grosz, Picasso, Roualt
and Chagall.

The woodcut was forsaken by some artists after the 1920's
3 as it was the most characteristic element of Expressionist

media. Nolde and Schmidt-Ruttluff abandoned it to develop

Some carried on, Kirchnertheir work in other directions.

A large number who had used the woodblockof course and Heckel.

during the frenzied years, also stopped using the medium,

i.e. Barlach.

Constructivist and abstract artists continued to use the

woodcut, even throughout the National Socialist regime.

After the collapse of 19^5, the old generation were gone

forever, those who had survived the war were free to work
The new generation tooki.e. Arp, Heckel, Marek and Matare.

the woodcut, Kliemann in Berlin, Janssen in Hamburg, Beuysup
in Dusseldorf.

Todays interest in woodcut is simultaneous with the decline

It is a general artisticI of the perfection of seriography.

phenomenon, everywhere artists are reverting to the natural

But there has been no groupand rejecting the artificial.

that has yet surpassed the Dresden born community of print

makers in quantity, quality and impact.
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POST-SCRIPT

Erich Heckel:
Die Brucke association had become, for Heckel, more of a

I hindrance than an aid to artistic development after 1912.

In 19W, Heckel volunteered for military duty and served

In 1918, he returned to Berlinas a medic on the front.

and began a series of trips to western European countries.

I In 1937, the National Socialists proclaimed his work as

degenerate art and removed it from German museums. After

the destruction of his studio in 19^4, by the allied forces,

he moved to Hemmenhofen, where he continued to work in solitude.

Erich Heckel died in Germany on January 27, 1970.

Afterdrafted and spent three years on the Eastern Front.

the war, he enjoyed mounting success and like Heckel, travelled

around Europe, finally settling in Jershoft, a small fishing

village by the Baltic Sea.

His nomination to the Prussian Academy of Arts in 1931 was

withdrawn after Nazi defamations, and he was forbidden to

Fifty-one of his works were shown in thepaint in 1937•
in Munich that same year.
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Karl Schmidt-Rottluff:
After the disbantion of Die Brucke, Schmidt-Ruttluff was

"Exhibition of Degenerate Art"



A vast amount of his work was destroyed during the bombing

of his studio in 19^3-I
In 19^7, Schmidt-Rottluff was offered a professorship at

the College of Visual Arts in Berlin 1967, saw the founding

of the Brucke Museum in Berlin which he initiated.

I He died in Berlin in 1976, at the age of ninety-one.
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