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IRISH CULTURE AND CULTURAL POLICY IN IRELANO 

Part 1.  European aspects of Irish culture and cultural links b'^tic^ei 

Europe and Ireland. 

"The devil mostly -—,,., -•=> i-.r.i.ngge c^.-.o... . ■_, vEvbabbI'^ which he makes up 

himself as he goes alont, .„ when he is very ang'~y he can speak quite 

bad French very well though some who have heard him St3/ that he has a 

strong Dublin accent". 

(James Joyce, The Cat and the Devil) 
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On 1 January 1973 Ireland became a member of the European Communities. 

By a clear majority the Irish voters had decided on 10 May 1972 that their 

country should join that association of Western European nations once derided 

by the "anti-Marketeers" as "Little Europe".  Nothing has Since changed in 

what has always been a positive attitude towards "Brussels".  In opinion 

polls and during the 1979 elections to the European Parliament the percentage 

of support or actual turnout in Ireland always topped the corresponding 

ratings of most continental countries.  The people of Ireland have stood 

by their decision and have little difficulty in identifying themselves 

with current developments in the European Communities. 

But joining the Communities was not the first token of Ireland's attachment 

to Europe.  She had previously belonged to the European Free Trade Association* 

and was a founder member of the Council of Europe.  Between the wars she 

played a prominent role in the League of Nations - a world-oriented but still 

clearly European organization.  In World War II as well the Irish Free State 

was committed to Europe:  militarily neutral, she supported the Allied cause 

with supplies and with volunteers for the British army. 

Conversely, Europe is and always has been aware of Ireland, the Irish people 

and all things Irish.  Whatever historical changes Ireland or the Irish 

experienced, however they lived their history or shaped it, Europe knew 

of the facts and took account of them.  To that extent Ireland and the 

Irish were spared what befell the smaller nations of central and eastern 

Europe right up to the twentieth century:  they were not forgotten by the 

civilized world on the continent or in Britain. 

Translator's note:  Ireland was never a member of EFTA! 
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Ireland was always good for news that aroused interest or provoked concern. 

It should of course be added that interest or concern on the part of 

Europe usually failed to meet Irish expectations and aspirations. 

So one can only assume that Ireland's problems, the sources of her tribulations 

past and present, left and commonly still leave her European neighbours 

cold.  Europe has shown an active concern with the country and its people 

whenever events in Ireland have been determined by influences, changes and 

innovations that originated or gained acceptance in Europe.  What Ireland 

got and gets out of them is scarcely noticed, and there is little or no 

understanding of the ensuing complications for or in Ireland.  We observe 

with reluctance, surprise or disapproval the overwrought enthusiasm on the 

part of Ireland and the Irish as they adjust to or grow into European 

relationships and patterns of living and thought. 

The Irish historian, F.S. Lyons, has said that for observers of Irish 

history the sensational has become almost a commonplace;  it is all too 

easy to analyse the Irish problem not in terms of political concepts but 

with the concepts of the politics of violence. 

This spotlights the question how far the outsider, but especially the 

historian, can gain access at all to Ireland's past and present. 

And we should remember how difficult it is to convey and shed Light on 

national or regional idiosyncrasies of life, thought and behaviour for 

a wider audience. 
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This applies directly to Ireland's relationship to Europe, be it to 

the peoples and countries of the mainland or to her nearest neighbours 

on Western Europe's offshore islands.  For certain facets of Irish culture 

have always been and are still discernible in Europe today, yet Ireland 

has often felt she was not truly known and still sees herself as not 

properly understood. 

This attitude explains why Ireland has never taken pains to give Irish 

culture prominence on the international scene and to project her "true" 

image; and this in turn is a consequence of the heterogeneity of Irish 

culture and the fact that even in Ireland there is no unchallenged 

conception of what exactly constitutes Irish culture. 

In this paper we shall try to paint a more detailed picture of the 

international aspects of Irish culture and of the ebb and flow of 

influences between Ireland and the nations and peoples of Europe. 

This historical course of relations and the substance, the forms and 

the social context of cultural ties call for at least a cursory appraisal. 

To revitalize the ties between Ireland and Europe is clearly worth while 

today.  But in looking for suitable places to begin we need to know more 

about when, where and how exchanges came about in the past.  Obvious obstacles 

must clearly be mentioned, and we must also say where the substance of culture 

or the specific understanding of culture in Ireland and in Europe stand 

in the way of expanding the links. 
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Irish culture has many facets and even its sharp contrasts.  Irish attitudes 

are determined in widely different ways by religious persuasion, educational 

background and regional and social differences. The broad spectrum over 

which culture is given expression goes to make the image of Irish culture 

even more vividly alive.  It was the openness and receptiveness of the 

various groups, of those creating culture and of the cultural scene 

(or rather - scenes) that in the past determined the continuity of and 

breaks in Irish culture and today determines its adaptability, tempo and 

outward impact. 

On the other hand, the position and authority of those involved show 

openmindedness and flexibility.  These considerations must be borne in 

mind in investigating whether, where and how cultural encounters between 

Ireland and Europe can be intensified, or even whether and under what 

conditions, if any, cultural policy ventures on the part of the European 

institutions might be possible, desirable or auspicious. 

The situation is further complicated by the fact that any European initiative 

is subject to the absolute precondition that it must respect and promote 

Irish culture - and that may mean proceeding with restraint or actually 

doing nothing.  It is only in the light of the history of Ireland's relations 

with Europe that the importance of such a consistent approach for the Irish 

cultural contribution can be fully appreciated. 

All this might give the impression that in their diversity Ireland and 

Irish culture are for the most part withdrawn, carrying on as it were 

the tradition of the old Celtic population and isolating themselves from 

the outside world.  To some extent this was indeed true in the past and 

still holds good today. 
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But there is an obvious briskness and magnetism about Irish cultural activity 

that attests to an astonishing vivacity and gift for communication. Today 

Ireland has a population of 3.3 million and Northern Ireland 1.5 million - 

small numbers compared with other countries. 

But though the island lies quite some distance from the continent, it 

nevertheless has a wealth of close affinities with it.  London, Paris and 

Rome - as the Catholic centre - are especially important.  The influence of 

links forged in modern times is still making itself felt.  The readiness to 

foster these relations, each with its own specific basis, came from Ireland. 

This direct tie with the continent is all the more noteworthy in that it 

cannot be taken for granted in the case of all the nations of Europe. 

Much bigger countries, especially those of Eastern Europe, have always found 

it hard to convey to us the image of their culture.  For Europe has often 

shown little inclination to notice that nations as much as exist. Nothing 

short of hard scientific evidence would be accepted as a basis for the claims 

of isolated eastern central European culture to a hearing or at least to 

sufferance on the part of the major western or southern European nations. 

Paradoxically, the breakthrough frequently came from the involvement of 

America, where influential ethnic groups from the smaller European nations 

could express themselves more easily than in the old countries.  Ireland's 

path to independence and thus to Europe was decisively cleared by America, 

by the strong Irish minority in the United States.  Despite her close ties 

there, Ireland has not counted on the effectiveness of the host of Irish 

and Irish-oriented writers on the other side of the water or left it to 

them to represent Irish culture. 

'I ■,• 
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Irish writers have always managed to make use of the benefits that could 

be drawn from the Roman-Romanesque and English influences that have made 

themselves felt in the course of Ireland's history, past and present. 

They have come to recognize Europe's impact on Ireland as a permanent fact 

of life. This has given them the freedom to communicate and exert their 

own influence beyond the Irish Sea.  We should not try to put a particular 

label on this interchange.  There is nothing here of the sterility which 

demonstrably distinguishes the post-war "cultural exchanges" and the like 

between eastern European countries.  Irish workers going to England, 

priests and lay people on pilgrimage to Rome, Irish folk groups playing 

to student audiences on the continent, scientists off to a congress somewhere 

in Europe, writers who gravitate towards Paris and other poles of attraction, 

publishers working with English houses, television people working together 

on European networks, MEPs sitting as members of European rather than 

national parliamentary parties - they all represent their country and 

her culture and bring with them manifestations of Irish cultural life. 

There is no uniformity in all this cultural give-and-take.  And it is worth 

noting that Ireland's influence on Europe is not all one-way:  there is two-way 

traffic.  What is more, expressions of Irish culture are not only capable of 

being communicated or transmitted - they are also readily identifiable as 

specifically Irish even when they originate outside Ireland and show much 

evidence of cross-fertilization between Ireland and Europe.  Joyce and his 

"devil of Beangency"*, with his Dublin-accented French, are but one 

particularly eloquent example of this. 

Sic in original German."Beaugency" perhaps? 
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This enumeration of the Irish who turn up in Europe (and beyond) and as 

Europeans is anything but exhaustive.  But, incomplete as it is, it does 

show that there are limits to the "Europeanness" of Irish cultural expression. 

There are quite specific social groups, quite clearly identifiable voices 

that communicate between Ireland and Europe - the same who are the 

communicators everywhere else in Europe.  This defines the "actors" 

and no doubt the "spectators" on both sides, the audience that is able 

to distinguish and disseminate this "language", this cultural creation. 

Ability to render Irish experience and opinion varies very widely. 

The urban centres, especially those on the east and south coasts, have 

always had great vitality, being more receptive, more approachable and 

more outward-looking.  In contrast, the more rural areas and the farming 

community are more loosely or much less directly integrated.  This is 

especially true of the Gaeltacht, which unlike the rest of the country 

is faced with the dilemma of making itself understood and accessible 

without jettisoning its linguistic peculiarities.  Outside Ireland, 

surviving Celts have an even harder time. Irish-speakers who keep up 

the Gaelic traditions have to rely upon their countrymen to interpret 

for them, and the danger cannot be dismissed of the Irish language being 

or remaining in a state of dependence scarcely conducive to survival. 

A dependence not on the outside world but on those Irishmen - larger in 

number - who have learnt Irish to some extent as a foreign language. 
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This is a problem that arises from the manifold differentiation of 

Irish culture, and also has significance for contacts abroad. The old 

upper classes had an affinity for Europe and its cultural centres - an 

affinity that the modern media and their power of attraction are reinforcing 

among the culturally creative, while the backward rural areas are lagging 

further behind.  The efforts of travellers to discover that other Ireland 

cannot compensate for the danger we have referred to, especially as the 

language barrier is not easy to surmount.  Linguistic Europeanization, 

integration into the English language community and the strong connections 

with French and Latin all make for differentiation in Ireland itself. 

Irish sociologists and writers have identified and studied Ireland's various 

social groups, the barriers between them, the strata of Irish society. 

Anyone who studies the dissertations on regional and social issues and 

takes the religious aspects into account as well comes to have serious 

misgivings about European programmes in the cultural sphere. 

Ireland's internal problems - which so enliven the cultural scene and 

fascinate the foreigner - stand in the way of a European policy; there 

is no way of avoiding or removing them. But one could envisage carefully 

considered support being provided in areas where Irish resources do not 

suffice to maintain cultural traditions, where possibly experience can 

be gathered - in monument preservation or on the folklore side - from 

European countries that can be turned to good account in Ireland. 
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This should be done in such a way as to help the representatives from 

"Europe" to stimulate their Irish opposite numbers and perhaps teach 

them some "tricks of the trade" and broaden their knowledge.  Special 

emphasis might be laid on encouraging contacts precisely in those areas 

which have no eloquent advocates, such as minority cultures, always respecting 

the responsibilities and achievements of the Irish.  In The Irish, 

Sean 0'Faolain describes what he sees as the six representative types or 

"branches" of the tree of Irish consciousness:  the new peasantry, 

the Anglo-Irish, the rebels, the priests, the writers and the politicians. 

It is they who, in varying degrees, have determined Ireland's development. 

0'Faolain traces the impact of these six "branches", notably their impact 

on Ireland's culture, taking culture in T.S. Eliot's sense of an all-inclusive 

way of life.  Each of these groups is in some way marked by Europe and owes 

something to European influence.  If Ireland is not a homogeneous society 

today, one of the reasons is that since the Middle Ages Europe has passed 

on to the island not only the broad general pattern but also the divergent 

and antagonistic components of its development.  From Europe came ideas, 

models, all manner of techniques, men who acted as a bridge between Ireland 

and the outside world, and finally settlers.  Besides the Norsemen and people 

from Britain there were other Europeans, albeit in much smaller numbers. 

0'Faolain's six branches are the Irish counterparts of certain European 

socio-cultural types. 

I  * 
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Because the interaction of the six groups has not been without its bitter 

struggles, which have their repercussions on the present too, we should 

give some thought to the historical foundations of Irish culture today 

and the relationship between Europe and Ireland in the past.  This will 

enable us to identify problems which have always been peculiar to that 

relationship and which are still perceptible today.  It will show us in 

what areas the cultural links were most evident and will give us a 

clearer view of what is basic to the Irish-European cultural tradition. 

Here again, "culture" should not be understood in a narrow sense, even 

though Ireland's great medieval monuments, in the state in which they have 

come down to us, can comfortably be pigeonholed as relics from the history 

of art.  This isolation masks the variety and vibrancy of relations between 

Ireland, her island neighbours and the continent at this time.  When the few 

but enthusiastic visitors from Europe go round the early medieval and 

prehistoric monuments, they are not only - remarkably enough - expecting 

a taste of the exotic in foreign parts: they are also seeking a way in 

that will allow them to commune with the essence of things past. 

This, incidentally, is another reason for preserving and caring for 

Ireland's heritage. 
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Any study of Irish-European cultural ties must bear in mind that down the 

centuries the concept of "Ireland" or "Irishness" could never be taken for 

granted and is still not unchallenged today.  The course of Ireland's 

history and her steadily developing associations with her European 

neighbours, especially with England, brought with them a continuing 

metamorphosis of what was "Irish", the various phases of which are 

still visible in Ireland today.  This explains the conflicting notions 

that even now determine the political thinking and action of Irish people. 

0'FaoLain's six branches each have a different perception of Ireland's 

past and of her mission today; they take their values to some extent from 

different traditions.  The sharpest but not the only contrast is that which 

distinguishes the religious groups, each of which sees itself as the principal 

if not the only genuine manifestation of Irishness.  Relations with Ireland's 

European neighbours are appraised in correspondingly different ways: 

for instance, English cultural influences, in particular the role of the 

English language - and here the nexus between internal Irish and Irish- 

European conditions is most clearly visible - have been viewed differently 

by sharply antagonistic camps since the nineteenth century.  These 

divergences also had an outward impact in the controversy over the 

authenticity of Ireland's artistic and cultural influence, seen in terms of 

a putative real Ireland and genuine Irishness.  This frequently led to the 

rejection of artistic emanations that offended against majority opinion; 

certain works or artists found it very hard to win acceptance in their own 

country.  This tension, which put a heavy strain on Irish culture, but also 

stimulated and helped it, was a consequence of the nation's history. 

It is the Irish "response" to the political, economic, social and in the 
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broadest sense cultural challenges which have confronted Ireland and 

her people ever since the Middle Ages. 

This must not Lead us to suppose that before then Irish culture had to 

some degree developed autonomously, self-sufficiently.  On the contrary. 

The material culture of early Ireland and substantial parts of the rural 

culture of Celtic Ireland even into modern times correspond to features 

in other cultural zones of north-western Europe from Scandinavia to Spain. 

Indeed, the accounts in Irish chronicles of the origin of the Irish 

emphasize that settlement of the island and the traditions of the ancient 

Irish can be traced to the Iberian peninsula.  They explicitly point to 

a pattern of relationships supporting a continuity of the ancient Irish 

character and its overseas connections.  The antiquity of the claims of 

ancient Irish culture, its equality with other cultures, indeed the superiority 

of its own world over later influences were views that could easily be 

justified against such a background, even though the later external 

influences proved in the event to be the superior ones.  In re-establishing 

an independent Ireland, reappraisal of and recourse to the earliest 

traditions of the country have become uncommonly important.  Here, as in 

the Language revival at the turn of the century, there appeared a hardening 

of attitudes and a focus on Ireland's own forces, which made separation 

not only from England but from Europe as well appear eminently sensible, 

if not indeed imperative.  This did not perturb European interest in 

Ireland, which from the end of the eighteenth century onwards has been 

vigorously searching for Ireland's specific origins, expecting to find 

therein an especially limpid source of divine revelation.  This can be 

seen as a fateful conjunction of the Irish and the European pursuit of 

clarity and insight! 

This independent tradition was of special importance as Ireland moved 

from ancient times into the Middle Ages.  The country was stepping into 
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the context of Mediterranean European culture.  It did so as an outsider, 

for Ireland had never belonged to the Roman Empire and by that token was 

part of the non-civilized world.  The fall of Rome left a vacuum, and 

the successor-polities proved so unstable and the threads of Greco-Roman 

cultural tradition so easily picked up that Ireland, only a novice in the 

Christian world, believed she was called to pass on the new message in 

her own way.  The state of development of Irish culture at the time and 

its social structures was conducive to this "mission".  Various factors 

prompted Irish monks to move to the neighbouring islands and the 

continent and work there as missionaries, bringing with them not only 

the Gospels but also Irish forms of interpretation and Irish cultural 

traditions.  The extent of Irish influence on the continent cannot be 

accurately measured.  What prepared the way for this activity is as 

uncertain as how long the distinctly Irish impact lasted.  Great caution 

needs to be exercised in asserting what walks of life were influenced 

by Irish preachers and what was the territorial reach of Irish influence. 

Whether these Irish missionaries were ever able to establish contact 

with living Celtic cultural - especially Language - traditions is an 

open question.  If at all, it was certainly only at particular spots 

and not everywhere that the tradition records the appearance of envoys 

from Ireland.  The stock of Irish words that then migrated to the 

continent is very, very small, though there is much room for conjecture 

here.  Irish activity left its clearest traces where it most effectively 

adapted to the still dominant Latin tradition, namely in ecclesiastical 

concerns and here again in the Latin works of John Scotus Eriugena. 

This does not rule out the possibility of a Celtic lingua franca which 

afforded these missionaries easy access to the hearts of the residual 

Celtic population on the continent, but it does cast doubt on the theory 
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that the search for Celtic speech islands was the occasion for the 

missions to Europe.  Research today tends to be very wary in assessing 

the Irish element in early medieval Europe.  It takes a highly sceptical 

view of many supposed Irish influences and Irish missionary activities, 

and has exposed as bogus quite a few medieval traditions allegedly deriving 

from Irish wandering preachers.  In reconstructing the past in terms of what 

can or cannot be regarded as established fact there is another phenomenon 

to be reckoned with:  in many places in medieval Europe things Irish 

clearly enjoyed such a fine reputation that generations that had not 

experienced the Irish presence found it useful to assert Irish influence, 

to demonstrate that they had had Irish monks or even saints in their own 

past, to underscore the special status of a convent, church or pilgrimage 

by claiming Irish foundation for it.  Since according to seventh- and 

eighth-century accounts enthusiasm for the Irish missionaries had its 

limits and the upper classes were concerned rather to curb their 

influence, one can only assume that the Irish traditions of later 

centuries valued the extraordinary and the exceptional.  The "anarchy" 

of the missionaries provided welcome support for the efforts to enhance 

individuality in the rivalry between the many religious institutions 

and foundations.  There are only limited traces still extant of the Irish 

presence in western, central and southern Europe.  In vitalizing these 

rather peripheral early medieval links, it is of great importance that 

in Ireland itself monuments, witnesses of that age, have survived and 

remain accessible to visitors from Europe.  Their appeal lies first 

and foremost in their strangeness, and the towers, crosses and other 

relics of Ireland's beginnings bring it closer to the early history of 

continental Europe, which developed from these same places under the 

influence of the Irish spiritual and cultural centres of the age. 
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Though their significance for medieval thought and action was not in the Long 

term as decisive as the impact from the Mediterranean, the Irish influences 

did create the conditions for a recollection of the heritage of ancient times 

in Europe's renaissances - especially in the first, the Carolingian. Their 

real and Lasting significance Lay not in the "export" of things Irish 

but in the communication and comprehension of texts from the Christian 

Mediterranean areas. Information essential to medieval knowledge and 

understanding of the world came to the continent through Ireland, as 

interpreted by Irishmen. Irish experience made only a peripheral 

contribution to the treasury of Greco-Latin enlightenment and learning. 

The great achievements of ancient Irish culture, especially vivid in the 

illuminations and metalwork of the early Middle Ages, contained in the 

epics of old Ireland, were transmitted incidentally. They were not - to use 

the  vogue word - the message which Irish missionaries were intent on 

spreading. 

For things to have been different would have required either strong 

political pressure or an obvious military presence. But there was no 

question of this. What is more, the social foundations of Ireland's 

early medieval culture were not easy to link with continental Europe. 

Research has shown that the conditions for lasting contact with the 

continent did not obtain.  Ancient Irish society was not sufficiently 

extrovert for the trend towards overseas expansion to become established. 

In fact, it tended to be passive towards the outside world. 

'i 

Ireland imparted durable ideas and images to Western Europe without 

entering into any lasting contact with the societies of the West.  The 

isolation which the incursions of the Magyars and Scandinavian and 

Arab expansion entailed for Europe and the early medieval cultures in 

the ninth and tenth centuries affected Ireland in particular. Relations 

with her European neighbours were blocked. Ireland's fringe position. 
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already a salient feature in the days of the Roman Empire, was confirmed. 

In these circumstances the resulting exposure and isolation were 

particularly evident.  The first signs of Ireland's colonization were 

now to be seen. 

The Norse settlements proved to be permanent.  The Norsemen were the 

first non-Irish group to settle in the country, and their settlements 

were the points of departure for the successive waves of migrants. While the 

Norsemen might have appeared to be a new force of non-Western origin, 

they were in fact integrated into the western world and turned out to be 

the forerunners of the English, who were able to secure European 

legitimacy for their intervention. Colonization of the east coast facing 

England and Wales, the Pale, proved despite all Irish opposition to be 

permanent. Here from the Norsemen to the English was formed a particular 

area of settlement, which became the gateway for European (insular and 

continental) influences.  The Roman Church legitimized English claims to 

the island, claims deriving from the customs and rights of the European 

Middle Ages. In the Pale there developed a world in opposition to old 

Irish society and old Irish culture.  Though Irish society was certainly 

capable of assimilating the newcomers from beyond the Irish Sea, 

despite every effort on the English side to thwart it, it failed to 

withstand the superior concepts, the demands of ecclesiastical financial 

administration and the legal ana social systems of the Church and the 

English crown. 

The twelfth and thirteenth centuries marked a turning point.  Ireland's 

relations with Europe were more closely interwoven than ever before. 

With the reform of the Church, the structures of western Christianity 

were also implanted in Ireland.  The new orders that sprang up in the 

twelfth and thirteenth centuries took root on Irish soil. And with 

them came new concepts of economic enterprise and new forms of urban 

life. 
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Ecclesiastical financial organization was successfully engaged in 

opening up Ireland's financial sources.  Europe's presence was everywhere: 

Italian banks, merchants of the west, English administration. And 

behind these peacefully mounted offensives there was always - in case 

of need - the military. 

With the military and the civil servants, the merchants, bankers and 

representatives of the Church and the English crown came European 

standards. The most conspicuous and long-lasting (even if only surviving 

in the shape of ruins today) were building design, urban facilities, 

the founding of monasteries, the development of the orders.  The Irish 

Language was held to be inferior and accordingly banned. Astonishingly, 

it nevertheless managed to hold its own and even spread to the 

non-Irish settlers. 

The flexibility of the old and the new settlers that we see here and their 

ability to get on with one another does not seem to have been typical 

of the old Irish culture of the upper strata. The nobility, established 

in their ordered world - apprehensible in poetry and saga - closed their 

eyes to the new ways.  They appeared to stagnate, while all around European 

ideas and demands gathered force even in the purely Irish parts of the 

country. ■ 

From the thirteenth century the island formed part of the European 

cultural area, incorporated into its spiritual, economic and social 

contexts, but also figuring in the political arithmetic of the nations 

and ruling houses of Europe. The traditional was covered up, considered 

undesirable, received from Europe's representatives no kind of support. 

The vicissitudes of the continent, ecclesiastical tensions and economic 

crises affected Ireland too, which in the ecclesiastical bond with Rome, 

and under predominantly English sway, nevertheless insisted on her 

right to a role in shaping her own history.  Against the claims from 

abroad there emerged loyalties which no longer followed linguistic 

boundaries or recognized the main dividing lines between the old and the 

new population. But there was no denying the differences between the 
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standards imported from Europe and the old Irish models, which 

with their supporters were driven further and further into the interior 

and remoter areas.  The Reformation did not interrupt this process. 

Ireland did not have the chance other parts of Europe had to acquire a 

new autonomy as the new religious demarcations emerged or to win cultural 

or Linguistic independence.  At all events, opting for Rome against 

England's dominance (especially the supremacy of the Crown and the 

London Parliament) did not in the end ensure continuity with the old 

Irish traditions.  Maintaining and defending the link with Rome paved 

the way eventually for separation from England and for evolving an 

Irish identity - an identity to be confirmed in protracted strife. 

For Ireland, rebellion against London and allegiance to Rome culminated 

in a policy of extirpation, which applied not solely to the Celtic but 

to any form of anti-English resistance, and so also to the new arrivals in 

the Pale.  In the centuries that followed new settlers were brought 

to the island, from Britain and - albeit in small numbers - from the 

continent.  The religious divisions and political rivalries between the 

European powers left no room for the Celtic or Anglo-Norman traditions. 

Ireland was now altogether a pawn in power politics.  The nations of 

Europe did not see the conflict in Ireland, either with or against the 

Irish insurgents, as a means of restoring the status quo.  Conserving 

the old way of life - an amalgam of the Celtic and the Anglo-Norman - 

was of no concern to any of the rival powers.  By that token Ireland had 

no advocate - no one to speak for her.  Sympathy for this wronged and persecuted 

people fell short of a resolve to help them. 
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Basically, it was a matter of different systems from Europe vying 

with each other to incorporate the island.  This shattered the social 

foundations of Celtic culture:  it was forced into peripheral areas, 

where it survived even more precariously than in other outlying parts 

of Europe. 

The eventual outcome of European intervention was all the more exciting 

for that.  Ireland, which had been no more than a pawn in the disputes 

of continental Europe and Britain, finally re-emerged as an independent 

nation. 

Ireland was the victim of European strife. However she reacted, she was 

unable to attenuate the oppression.  The belligerents always found fresh 

occasion for ruthless retaliation.  The persecuted population fled in 

droves to the continent.  After the early Irish missionaries there now 

came a further wave of emigration from the island.  Irish mercenaries 

played a major role in European armies, on European battlefields and in 

the newly developing colonial world.  But this Irish involvement did not 

have the repercussions or enjoy the lasting fame that followed the 

missionaries. •  . 

Ireland today is the result of massive European influence.  England's 

share certainly predominates and is everywhere to be seen.  But other 

factors are no less important to Ireland's self-image and orientation. 

England's policy, which culminated in Ireland's union with Great Britain 

at the beginning of the nineteenth century, has left indelible traces 

in language, legislation and the social system.  These are offset by 

the adherence of the vast majority of the population to the Roman Catholic 

Church and their obvious receptiveness to Romanesque, particularly French 

influences.  This Irish independence is to be seen today in the activity of 

missionary and contemplative institutions throughout the world. 
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Though Ireland was Long unable to escape the influence of the English 

Crown and Parliament, it still proved possible to pursue an independent 

Irish policy underground or in more or less covert forms of resistance 

or disobedience.  London's policy after the times of major repression 

showed itself at its most effective when it was attuned to the 

sensitivities of Irish society.  The inability to cast off London's 

yoke was compensated for by the fact that on the spiritual and religious 

side a that much more resolute attachment to the Roman/continental 

milieu developed.  This led to close Links with Rome and northern France, 

an involvement in developments in Catholicism, all of which became a 

decisive factor in the people's attitude to the outside world.  But this 

did not help Celtic traditions to survive,Neither Rome nor Paris nor Madrid 

cared about protecting the old Irish social structure or the cultural 

independence of the original inhabitants.  Until the end of the 

eighteenth century such objectives did not figure in European minds and 

so could not be made into a political programme.  Continental 

relationships, which found their main expression in matters spiritual and 

religious but also economic - witness the dealings with wine trade 

centres in France and Spain and Portugal - were essentially a one-way 

street.  From the continent came the goods:  the spiritual or material 

products were fetched over the sea as contraband.  Ireland supplied men 

in return:  soldiers to fight in European battles and candidates for 

the clergy.  Ordained priests they came back, but not like the Patrick 

of a thousand years ago, who knew how to match the new teaching to the 

Irish environment.  These priests brought with them the doctrines of the 

Counter-Reformation and the severity of Rome.  Here there was no place 

for the indigenous:  Celtic culture found no champion in Catholic 

orthodoxy. 

Ireland's emancipation began to take shape when the modern concepts of 
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autonomy and self-determination took hold.  The old upper strata had 

almost gone.  New families were emerging and gaining a foothold in 

the European world.  For them cultural and especially economic intercourse 

with the countries of Europe and their colonies were taken for granted. 

From the underground sprang demands for equality of rights and freedom 

of worship, as the Irish people rising against persecution were caught 

up in the industrial revolution.  Not given their due as human beings, 

the Irish turned to the ever-fastei—changing world of industry.  As Irish 

merchant families took over important business in the colonial trade, 

Irish labour became indispensable to England's mushrooming factories of 

the eighteenth and nineteenth centuries.  Living though they may have been 

in London ghettos, alien to and scorned by the bourgeois and refined 

Londoners, they demonstrated in the heart of the British Empire for 

respect for the Irish, thus acting on behalf of the rural population, 

denied human rights in their homeland. 

European migration was eventually to be a decisive factor for the 

renaissance of Ireland and her rebirth as a state.  It showed in the fact 

that the centres of enlightened English culture growing in the east- and 

south-coast towns were quick to take an Anglo-Irish turn.  It was not the 

purpose of the institutions of religious and intellectual life emerging 

under English patronage (such as Trinity College) to underpin the specific 

cultural and political situation of the island.  As time went by, 

despite the close ties with England's cultural development, they became 

largely independent.  They encouraged the English upper classes' tendency 

to see themselves and the country as being in an exceptional position. 

This finally became a readiness to accept and take part in moves towards 

home rule.  Ireland was not indefinitely to be a colony providing settlers 

from Scotland and England with the good life and opportunities for speculation. 
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an eternal appendage to the motherland.  Of course the traces of English 

colonial policy in social and economic life are not to be overlooked 

even today.  But against the background of Ireland's history until 

independence in the twentieth century, it must also be remembered that 

integration into the context of English culture, the influence of the 

Established Church and the activities of the English upper classes had in 

the long run an unintended effect:  a significant element in Irish 

identity - the awareness of being in a special, self-contained situation - 

survived and was intensively fostered from the end of the eighteenth 

century. 

The distance to the old Irish world could not be bridged.  The image of 

Irish society was initially and for a long time determined by religious, 

socio-economic and political contrasts.  Nevertheless, the conditions 

for Irish independence were developing and this did not bring with it 

a return to the earlier isolation and consequent defencelessness.  In 

the eighteenth and early nineteenth centuries forces were developed and 

assembled which made the island attractive to an enlightened England 

and Europe.  Depending on political orientation and ideological commitment, 

one part of Europe undeniably gave preference to the forces of the 

ascendancy, of the English upper classes in Ireland, the other to the 

illicit forces of the Catholic movement.   In any case, however, Ireland 

withstood the danger of being degraded to a mere colony.  She remained 

not only a military card in the hands of political rivals;  she obtruded 

anew into the minds and discourse of Europe's upper classes, the leaders 

of society.  The aura of Dublin, with its imposing buildings and parks, 

the early industrialization and opening-up to trade impressed not 

only England.  "Progressive" thinkers in Europe were taking a keener 

and keener interest in everything that happened on the island.  The 
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impression of modernity that receptive observers got in many parts of the 

country did not obscure other aspects. 

It was not long before people in England and on the continent began 

to notice the hardship of the Irish rural population.  The feeling that 

the civilized world had an obligation to make changes grew quickly.  But 

the hardship of the peasants was spreading and worsening, with no 

brighter prospects for any real improvement.  Something else was needed, 

apart from awareness of Ireland's special political position and her economic 

independence and special interests, to unleash the drive for social and 

spiritual reform.  At this juncture remembrance of the nation's past and 

a concern to preserve and revive its traces took on fundamental importance. 

Around 1800 - at the same time when after the suppression of the rising 

of 1798 the union with Great Britain was effected, ending Ireland's 

medieval special position under the English kings - there began a 

conscious return to old Ireland and to the spiritual and moral forces 

of the old culture.  This soon became a focus of public interest in 

Ireland, in England and finally on the continent.  This renewed awareness 

of the past was initially to be found in circles which were not themselves 

part of the Celtic-Irish cultural complex.  They belonged to the English 

ascendancy but saw it as their duty to transmit the heritage of earlier 

ages.  The focal point of their interest was the tradition of the 

Middle Ages, the myths and images, the places and buildings of history 

and associated with them the surviving customs and habits of the rural 

and substantially still Gaelic population.  But assembling and preserving 

the old and the traditional eventually produced more than a cultural 

renaissance.  It created a depository of what was authentically Irish and 

made it available to all the people of Ireland, regardless of origin. 

And in fact all the people drew upon it and made it part of their own 

existence. 
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Political and religious circumstances were such that this return to 

tradition led not only to a revival of the cultural scene, a retrieval 

of Irish themes for artistic and scientific activity on the island and 

thereby to a thematic liberation from the non-Irish in matters of 

artistic creation and research-  This renaissance allied itself with the 

struggles for independence which, though linked with various social 

groups, were still going on.  It included social problems expressly 

in its programme and so was able to exert direct influence on political 

debate in Ireland and England.  In this process the cultural interplay, 

the mutual replenishment and enrichment between Ireland and the Union and 

post-revolutionary Europe, was of great value.  The renaissance of 

old Ireland was stimulated by the intellectual currents from Europe. 

Conversely, everything that was now unearthed from Ireland's Celtic 

past fitted beautifully into the picture that Europeans of the Romantic 

Age were beginning to form of their own origins and nature.  The Celtic 

world was a piece of the continent's own past.  It was hoped that it 

would reveal the origins of European culture, and what survived in 

Ireland - language, myths, folk tales, illuminations and ruins - were 

prized as holy relics and as an authentic gateway to Europe's past. 

European researchers were concerned with finding the way to these 

treasures and were beginning to shed light on the old ties between 

Ireland and the continent, especially the itineraries of the Irish 

missionaries. 

From the early nineteenth century travellers' accounts of Ireland 

found a ready market all over Europe.  French or German travel writers 

^nd eeoentrif^ [\k^  Prince Pückler ceuld be certain that their reports 

were attentively read.  As was then the custom, they were concerned 

to paint a complete picture of the island and its inhabitants. 

*<i:v.l^»n^*'r™-..'.i>'.-*-li;vftli>-.:.W/.-.'WWi'tt-i-'.^W>lto'hJ^ J-iUv-ijS^i>*^V.'AlwÖ~>!l(Vtf'^«y^JiliBt^ .■S-.-Vv ■-■ -. •!-^-iia»-* \v •.»^..> S 
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Statistics, historical events, social circumstances, folklore, 

geographical peculiarities - all were to be found in the descriptions by 

the German Kohl or the Frenchman Beaumont and their many 

successors.  Their accounts naturally covered music, literature, 

painting and architecture as well.  Kohl also carefully recorded 

the friction between the Learned interest in Irish history, the 

local attempts to rescue or revive customs and the frequent lack 

of understanding in the population at large of what might be saved. 

In the face of the widespread poverty, it seemed to him that the 

upper classes were duty bound to care for the culture heritage. 

He did not close his eyes to the social disparities and took note 

of the multiple divisions between the various religious and social 

categories - social prerequisites for the undeniable differentiations 

of the cultural scene in the twentieth century. 

Despite all the misunderstanding, not to say mistrust, of the 

uneducated, superstitious mass of the people, Ireland's belonging 

to Europe and Europe's duty to be socially and political lycommitted 

and to make serious efforts on behalf of the peopLe and the cultural 

assets of the past and present were unquestioned.  Kohl, who made 

no secret of his admiration for England's progress, censured the 

failures of the English administration and the Irish upper strata 

and gave due praise wherever he noticed any effective action 

being taken for the country and her peopLe. 

The island fuelled European interest diligently and received in 

return confirmation of its dignity and equality, whose importance 

for political movements and the confrontation with the politicians 

of England cannot be overestimated.  While Europe was broadening 

the horizons of her own past, the cultural and political movement 

in Ireland was seeing its antiquity recognized.  In one way or 

another - and certainly in their rivalries and quarrels - the 

various communities of the island enthusiastically seized the 

opportunities for determining new political and social goals. 
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None of them thought of restoring the old order.  Any possibility 

of that had been destroyed under European influence.  Neither 

Catholics nor Protestants had any "nostalgic" ideas.  Their 

purpose now was to establish themselves as well as they could in 

the present, removing the manifold barriers to Irish liberation 

and using the heritage of old Ireland as the banner and the 

universally understood medium for the new messages:  religious 

emancipation, political autonomy and social progress.  The 

political implications of the renaissance were to the fore - equal 

rights, social betterment for the Catholic rural population.  The 

European public was deeply affected by the poverty of the 

peasantry and the Great Famine of 1845-1849, and this imparted 

legitimacy to the programme of the Irish Catholics, who were now 

swiftly becoming the most significant of the political movements. 

Here too, European awareness of what was going on in Ireland had 

important consequences for both sides.  In Ireland issues and 

political fronts developed in accordance with ideas devised and 

tested in Europe.  Conversely, Ireland contributed crucial 

experience to European social movements for civil rights and equality. 

National movements in other parts of Europe patterned themselves 

on or  even appropriated to themselves the principles and methods 

of the Irish national movement.  The Repeal movement in Ireland, 

calling for an end to political union with England, was acclaimed 

by the Czech clubs in Prague, voicing not only their sympathy with 

Ireland but also - thinly disguised - their repudiation of the 

Habsburg dual monarchy.  National revival, the national struggle 

in Ireland were at that time European events and remained so 

through successive political changes.  Protest was legitimized 

by the European enlightenment and subsequent trends in England 

and on the continent, and stimulated by the rise of liberalism. 
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And, in exchange, Irish events determined further developments 

on the continent.  Here as there, manifestations of national 

awareness and national aspirations were developed which could be 

transmitted and were in fact taken up everywhere.  These 

manifestations offered scope for Irish traditions and caused 

them to revive and flourish.  Naturally, it was developments 

in the Union itself that provided the clearest evidence of this 

association and the concatenation of internal and external.  The 

political weight of Irish voices in the English Parliament had 

its effect on England's internal development:  Ireland proved 

that she was no mere province to be governed from London but 

exerted a considerable influence on political decisions in 

Parliament.  The social changes, especially the land reform 

towards the end of the century, owe much to this cooperation between 

opposing forces in the union between Great Britain and Ireland. 

At first glance it might well seem as if this game was confined to 

the political and social arena (repeal, the land question).  But 

in fact the whole cultural sphere was involved and stimulated: 

the foundations for Irish cultural development and for the authority 

of modern Irish culture abroad were laid in this tense nationwide 

conflict. 

The return to Celtic traditions had lasting consequences for Ireland. 

In painting, songs and poetry, the nation took possession of its 

past.  Whatever still remained of Celtic tradition in the Gaelic 

regions was seized upon and made available in forms familiar to 

England and Europe.  Irish culture thus entered into European 

associations from which it could not easily be released.  The national 

poet, Thomas Moore, fascinated the inhabitants of Ireland as well 

as the English across the Irish Sea and soon found wide recognition 

on the continent too.  Settings by Robert Schumann highlighted 

the Europeanness of the new English-language Irish national 

literature.  And this is characteristic of Irish literature to this 

day.  It did not sidestep the great issues facing Ireland in the 

nineteenth and twentieth centuries.  But it did avoid following a 
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course that would have compelled it to adapt to the narrow 

political preconditions of the Irish political movements.  In 

this way it saved the country lapsing into isolation and 

provincialism.  It also helped to keep Irish events in the 

European mind, thus assuring Ireland of constant attention and 

even sympathy from Europe. 

In the concern to release Ireland from the Union, in the struggle 

for home rule and independence^Ireland no longer stood alone.  No 

doubt, European governments watched the strife in the United 

Kingdom not without some ulterior motive.  But the merit of Irish 

creative artists from the second half of the nineteenth century 

on lies precisely in the fact that they did not allow the Irish 

question to degenerate into political tactics and imperial rivalry. 

They gave it a European dimension and showed the parties involved, 

often against their will, alternatives that offered a chance of 

survival. 

The European public followed these developments.  They were aware 

to some extent of Europe's part in Ireland's predicament, recognized 

that Europe had failed Ireland.  In England especially, this 

awareness was partly responsible for the changes in London's 

policy towards the home rule movement since the beginning of this 

century. 

The misery that was at its worst in the nineteenth century was 

another factor that brought about a change in European attitudes. 

Even before the Great Famine there was a growing feeling of shared 

guilt and responsibility;  with every allowance for Irish superstition 

and apathy, enlightened visitors to Ireland saw the distress of the 

mass of the rural population and urged that action be taken and aid 

given.  English agricultural policy in the second half of the century 

reflected a reaction to this distress and the rising tide of 

contemporary criticism. 
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Attention to domestic themes did not sidetrack Irish cuLture. 

Indeed the picturesque and the romantic were foLLowed by 

increasing concern with sociaL probLems in the home country. 

UnLike many regions of Europe (consider the Literature of the 
* 

BaLtic or Ugric  peopLesof eastern centraL Europe, which faiLed 

to raise their individuaLity, their joys and cares to a European 

LeveL - a probLem that persists to this day), Ireland and Irish 

authors, poets, essayists and novelists soon found their way to 

themes of daily Life.  The regional aspect, the multiplicity and 

individuality of Ireland's counties, were externalized.  Like 

the Russian writers, and stimulated by them, Irish authors 

around 1900 were exemplary in reaching out to real-world probLems 

and setting standards which applied to European writers in general. 

The close Link between cultural renewal and political aspirations 

imparted enormous significance to Literature, especially in 

Ireland.  At the same time it led to unreal expectations of 

literature and in the end, as the political fronts hardened, to 

a differentiation and polemicization of Literature and its Irish 

character, which persists to this day.  On the one side there 

were demands that writers be unequivocally committed to the Irish 

cause and, at the core, the language revival; on the other a call 

for openness to the Irish situation, which could not be blindly 

partisan.  The tedious arguments at the beginning of this century 

on the role of Literature Led to a polarization in which a substantial 

proportion of writers were "written off" by the politically minded 

and militant.  A prominent group of poets, while not insensitive 

to Ireland's special circumstances, then still part of the 

United Kingdom, nevertheless recognized her linguistic and cultural 

Links with the English-speaking world and were not prepared to 

extend the political battle lines into their own art.  The main 

thing in their eyes was the opening that was attainable via 

English:  the wider context into which Irish experiences could be 

* 
Translator's guess.  Original unclear, 



integrated.  In England - and, via England, in Europe - this 

openness was seized upon. 

In the long term, going beyond the narrow Irish-Gaelic framework 

did more for the Irish cause, politically and otherwise, than 

the largely self-centred nationalistic stance. 

The ostracism of the prominent, internationally most effective 

literary representatives by the nationalist parties exposed 

Ireland to the risk of isolation and cultural atrophy.  The 

risk was at its greatest, when after long, hard and embittered 

conflicts the prime objective, the end of the Union of 1801 and - 

as a first step - the independence of the non-Protestant areas, 

was achieved after the end of World War I.  For a time the new 

political and religious leaders wanted to take the country 

back to the "Celtitude" of its past^ but this was no longer 

possible. 

Very often there was a mistrust, an aversion to the European concepts 

and models to which the Irish Free State largely owed its existence. 

"Not free merely, but Gaelic as well" - such ideas, made into an 

internal policy programme, flew in the face of Ireland's real 

links with the English-speaking and Roman Catholic worlds outside. 

What is more, they were an affront to the supporters of the Irish 

cause in years gone by, who from England, the continent and 

especially America had been drumming up understanding and sympathy 

for Ireland's struggle. 

The most conspicuous example of this introversion was the official 

:\Ut«yUc <i» I e innovivue the i^aelic script» This «ay well have 

been convincingly justified on aesthetic grounds, but such a 

retrograde step was bound to have an adverse effect on cultural 

links with Europe and with America.  The Gaelic revival did 

not last.  It did, however, at home and abroad, ensure that the 
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Gaelic past was much more clearly perceived and that the Celtic 

components of Irish culture were afforded a permanent place in 

Irishmen's understanding of themselves and in the outside 

world's understanding of the Irish. 

The failure of the Gaelic revival was not only a consequence of 

Irish conditions moving away from the old Celtic associations 

and adapting to the advanced European societies. The renewal of 

interest in Irish traditions had already been prepared by Ireland's 

dramatists and other authors before there was any State support 

for schooling in Irish and for all forms of Irish education. 

In the event, Ireland's Anglo-European creative artists had 

achieved the same results as the politically prominent groups with 

their efforts to reintroduce Irish.  A point to emphasize here, 

however, is that the official line was not without its dangers 

for Ireland. Moreover, it bespoke a mistrust of one's own people 

or of the efficaciousness of Irish life as it was and as it appeared 

in the novels, narratives and plays of the great writers and provoked 

European sympathy. 

Not until the struggle for independence receded into the past did 

Ireland come to repudiate this isolationist policy. The country 

turned unequivocally to Europe - both politically and culturally. 

And Europe took an intensive part in this development. 

The writers, many Irish among them, but also a great many European 

journalists and artists, stubbornly maintained their interest in 

Irish cultural life.  The political and religious complacency, often 

even intolerance, on the part of Ireland's élite failed to stifle 

curiosity.  European writers, in particular, adopted the techniques 

and subjects developed and perfected in large measure by the Irish 

and took them a stage further. Time and again they took the country 

and its people as the object of their literary portrayals, thereby 



acknowledging in particularly eloquent fashion their Irish models 

and inspiration.  Heinrich Boll, particularly his Irish Journal 

(which sold 750 000 copies in paperback in Germany), is one 

example.  Travel writing - of which there is a great deal in the 

German-speaking world - is another. 

The continent's image of Ireland and the Irish people's image of 

themselves is still stamped today with the concepts of the 

eighteenth and nineteenth centuries.  Even in advertising, even 

in the expectations aroused by the tourist brochures, we still 

move along tracks, within a framework, that were marked out then. 

Even the limitations and biases stem from that time.  The 

insistence, for example, on the oddity of Irish behaviour in 

religion and ritual, the stereotypes of the clean life exploited 

in agricultural marketing, and last but not least the long 

tradition of fanaticism and religious intolerance are cases in 

point.  The European attitude showed and still shows streaks of 

condescension and arrogance and a consequent lack of genuine 

inquiry into the causes of Irish idiosyncrasies. 

This is not without danger for European-Irish relations.  Ireland 

and Irish cultural characteristics tend to be but casually noted. 

They are not taken into account in "high politics".  At times of 

unrest, conflict and military confrontation we are quick to praise 

Ireland.  But this only masks a ploy to enlist Ireland's support. 

Germany's enthusiasm for Ireland was invariably at its warmest at 

times of armed conflict with Britain.  It was precisely then that 

the number of German publications on Irish affairs sharply increased. 

In the present unrest in Northern Ireland the same can be discerned 

in Russian attitudes.  This passion for Ireland, whose real aim 

is to destabilize Europe's political balance, is in the tradition 
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of the rivalries of the sixteenth to eighteenth centuries, when 

•playing the Irish card' summed up all there was to Ireland's 

role in politics. 

Had Ireland stuck to the role in which an enlightened Europe had 

cast her in the early days of the industrial age, she would indeed 

have remained politically and culturally insignificant.  Irish 

artists, first and foremost the writers and singers, took the 

decisive step towards obliterating the slightly sterile image of 

old Ireland.  In Europe the easiest publicity for the island has 

hitherto Lain in the relics of the past.  The romantic combination 

of beautiful countryside - Irish landscapes and landscape gardening 

were models for the English style in continental gardens - and 

buildings from the remote past is immediately captivating.  The 

mysteries of myth and fairy tale, of excavations and holy places 

fascinated people in the early and late industrial age.  The 

present revival of interest in things Celtic in Britain provokes 

more curiosity about Ireland's manifold Celtic heritage.  But it 

would be absurd if that were the sum total of interest in Ireland. 

That Ireland has more to offer than thrills or exotica on the 

fringe of Europe was already clear to nineteenth-century visitors. 

And today, too, we must beware of undervaluing Irish culture! 

Ireland's inclusion in Western European organizations and the 

unflagging interest in Irish culture, past and present, have helped 

to widen the scope for exchange.  These developments are vital to 

Ireland's cultural activity, to the recognition of Irish artists 

at home and to tolerance for those who were long ostracized as 

traitors to their faith and their homeland.  Where for so many 

years a gulf yawned between Europe and Ireland, the differences 

are now being smoothed out - not least to the advantage of today's 

artists. 
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The celebrations on "Bloomsday 1982" show that there has been a 

cultural rapprochement, that Joyce's work, though far from being 

understood and appreciated by all, is at Least comprehended as a 

joint Irish and European problem.  This rapprochement has its 

Limits, and they are determined not by good or ill will:  they 

are inherent in the matter itself.  Culture, in so far as it is 

produced by an "artist class", by "culture makers", cannot as a 

rule count on having a general impact and direct support from 

the general public.  This applies both within a single culture and 

between cultures.  In the German Language area Ireland still evokes 

only a comparatively modest response.  On the other hand, it is 

very popular among the groups in question here.  It raises 

alternative questions and gives many reminders of past and present. 

The public that has an interest in Ireland is small.  Nevertheless, 

given the regular appearance of Irish themes, the future seems 

to promise well for the development and amplification of cultural 

relations between Ireland and the continent.  The confrontations 

and the lessons Learned from one another down the centuries have 

cleared the path and created a capacity for understanding.  There 

is a Long tradition of seeing the other's point of view that 

has survived strains and divisions. 

If past and present have given us an assured common ground and - 

more important - an ability to communicate, we may none the Less 

ask whether this is all we need.  Two things should be considered 

here.  First of all, on the German side it was very much economic 

interests which led to organized forms of association and cooperation. 

For instance, the Government of Baden-Wiirttemberg undertook to promote 
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economic cooperation projects.  Chambers of commerce and industry 

are interested in such projects, and have pushed certain ventures. 

Naturally, these areas too are part of the broad picture of 

European-Irish cultural relations.  But so far Little has really 

been done to present Ireland's cultural activity in the past or 

present in similar tangible form outside the country.  As the 

Irish Government hardly engages in cultural activity outside 

the country, it seems natural to leave the lion's share to 

private initiative.  The founding of "German-Irish societies" 

might be the first step towards providing ourselves with the 

appropriate institutions to handle cultural relations.  One of 

their tasks ought to be to make people aware of and care for the 

heritage of common ground and relationships.  They should also 

monitor and stimulate the present situation and communication in 

the cultural sector.  For example, information should be provided 

on cultural opportunities in Ireland and the conditions of 

cultural workers.  That would help to disseminate the latest 

works and through them would offer access to life in Ireland today. 

Secondly, such support could be of direct benefit to the arts in 

Ireland.  Increasing attention is now being paid to the "culture 

industries".  This is not to overlook the danger that threatens 

the smaller national cultures especially where they have long 

been closely connected with greater cultures.  With its host of 

small language and cultural areas Europe is especially aware of 

the disproportion between the few "monopoly cultures" and the 

very many scarcely represented or even scarcely representable 

cultures.  Ireland is not badly placed in that respect, but needs 

special care and support.  A supranational institution like the 

European Communities could foster and encourage the appropriate 

moves.  No Potemkin villages would be built, for the conditions 

for helpful commitment undoubtedly obtain. 
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Irish culture is not the result of a controlled process. 

Ireland and Europe went through developments which were not 

always directed towards harmony and interchange.  If from the 

vantage point of today - an advantage the writer must allow 

himself with his very limited knowledge and experience - we look 

back through the long period of cultural relations and our 

historical togetherness, we come to the conclusion that forms of 

intercourse have won acceptance that speak less of Europe's urge 

to dominate than of the communication and hearkening that 

distinguished the Irish mission of the early Middle Ages.  This 

form of communication is propitious to Ireland's culture and 

to the multiplicity of cultures which came to be summarily 

understood as European culture. European doors are open to Irish 

culture.  Support could be of most assistance where it is 

intelligent and feasible to make Ireland more widely accessible. 

Now that the culture industry is steadily penetrating new spheres 

of life and devoting itself also to regional aspects and peripheral 

phenomena, we must ensure that Lack of economic weight and influence 

does not decide the issue against appropriate Irish self-representation. 

Provided that help is forthcoming where needed, it may be expected 

that the cultural variety of Ireland will as in the past again 

become visible and accessible. 



PART  2 

CHAPTER 1 

Ï5I ???1Ï?YATI0N OP THE ARCHITECTURAL HERITAGE 

Ireland has a rich and varied architectural heritage, reflecting 

a mixture of native and importéè^ elements which have blended well 

over the centuries into a rich tapestry which mirrors the course 
of the country's historical development. Even up till the IPth 

century, most dwellings in Ireland were made of short-lived 

materials such as mud and turf, and they have , in consequence, 

larerely disappeared. However, the general availability of stone in 
large areas of the country, and ühe introduction of brick as a 
building material late in the 16th century, have endowed both town 

and countryside with many fine structures which have fortunately 
been preserved down to our own times. But as their architectural 
style and building materials differ, so also does their present 

structural condition - which ranges from the ruinous to the almost 

pristine. Obviously, this varied spectrum comes about because of 

the wealth or poverty of the buildings' owners, but in order to 

understand the background to this situation it is necessary to 

divide the important parts of Ireland's architectural heritage 

into four separate categories - National Monuments, Churches still 
in use. Great Houses and Unoccupied habitable structures not in 

State care- and to study the official attitude towards each of 

these categories. ,•:"■>' 

I^National Monuments 

Section 2 of the National Monuments j*ct, 1P30, defines a 

National Monument as "a monument or the remains of a monument, the 

preservation of which is a matter of national importance by reason 
of the architectural, traditional, artistic or archaeological 
interest attaching thereto," and it also includes a number of 

historic monuments which had been taken into State care through 

and since the passing of the Ancient Monuments Protection Act of 

1882. Under Section 8 of the National Monuments (Amendment) Act of 

195^, those monuments which the State's agents in such matters, 

the Commissioners of Public Works, consider to be National 

Monuments are listed occasionally as they occur in the official 
Journal Iris Oifigiuil. 
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National Momxments may be further subdivided into two types 

(i)  Those which are vested in the Commissioners of Public 

Works, that is, owned by the State and 

(ii) Those which are not owned by the State, but are in th« 

guardianship of the Commissioners of Public Works, and 
for which the Commissioners take on the responsibility 
to preserve. 

In the case of the second type,' Section 5 of the 1950 Act makes 
provision for the (private) owner of a National Monument to 
appoint the Commissioners to be guardians of that monument - if 

the Commissioners agree - or may appoint a Local Authority to be 

guardians of the monument, but on the significant proviso that the 
National Monument is not a building which is occupied as a 
dwelling house by any person other than someone who is employed as 

a caretaker. Although the same proviso does not seem to apply 

de .jure to monuments which are owned by the Commissioners, it does 

atjply de facto in that National Monuments owned by the State are 

not normally dwelling houses currently occupied, and in the great 

ma^jority of cases these are roofless ruins. There are some 

exceptions which are roofed, and these are mostly houses which 
were once occupied by certain of the co\mtry's dead patriots. 

The Commissioners are also responsible for the upkeep of 

important architectural buildings which are used by one or other 

section of the Government establishment, such as the President's 
House, the State Apartments %  ^1^© Department of Foreign Affairs or 
the Department of Education, and others which play an important 

role in the country's history such as Kilkenny Castle or Pearse's 

former school, St. Bnda's in Rathfarnham, But these structures 
are not normally treated as coming xinder the heading of National 
Monuments in the sense of the National Monuments Act of 1950. 

Those monuments which come under the 1930 Act, be they in 

State ownership or guardianship, amount to just under 600 in 

number, and range from Stone Age tombs, Iron Age fortifications, 

Christian churches, monasteries or crosses, castles to a few 

historical monuments dating from the period after 1600, such as 

the patriots' houses mentioned above or the Casino at Marino - an 

architectural gem of the 1760's. 

There are also a number of ruined medieval churches which are 

owned by local Authorities because they stand in graveyards owned 
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by these Local Authorities, but generally these churches are 
neglected by the Local Authorities - usually due to lack of money. 

8X*6 
In contrast, the National Monuments in State Care/well looked 

after by the Commissioners of Public Works who have a duty to 

maintain them tinder Section 12 of the 1930 Act. In the current 

Government Estimates for 1981, the stated financial allotment 
for National Monuments is £1,643,000, compared to £1.425,000 for 

1980. Fortunately, most of the -ht-febTTy significant monuments 
(with the exception of certain monuments to be discussed in 
sections 2 and 4 below) dating from before 1600 are included in 

this estimate, so that - comparatively speaking - the country's 

architectural heritage for the period up to and including the 

Middle Ages is carefully preserved. This involves preserving the 

monuments in question in the architectural condition in which they 

were when they were taken over by the State. In certain cases, the 

State has gone further than mere preservation, and has restored 
certain features of buildings where fragments of such features 
(such as windows or cloisters) were known to exist or where they 

came to light in the course of archaeologiacl excavations earried 

out on the site by the Commissioners' archaeologists. 

But the State does not see itself as being under any obligation 
to restore National Monuments to their original condition. 

Nevertheless, some few National Monuments have been restored to 

something approaching their original state, but even if such 
restoration was carried out by or tinder the supervision of the 
Commissioners of Public Works, it has not been paid for by the 

Commissioners. One of the earliest examples is Bunratty Castle in , 

Co. Clare which was restored/to act as an attraction for tourists, 

but the finance was supplied by the Irish Tourist Board/and the 

Shannon Free Airport Development Company. More recent examples 

have been in the êecleeiastieel iph»r§, suoh as tha 13th century 

Ballintubber Abbey and the largely 15th century Holycross Abbey, 
where the respective churches have been converted for use as 

places for local worship, but at the expense of the church 

authorities. There are, however, other cases where the Commissioners 

have restored structures as showplaces. These include Kilkenny 

and Cahir castles, and the above-mentioned Casino at Marino. There 

are many other obvious examples where full restoration would be 

very desirable - such as the Cathedral on the Rock of Cashel 

(where the Commissioners are currently restoring the 15th century 

Hall of the Vicars' Choral) - but because financing is one of the 



problems, this is one area where supra-national agencies might 
well consider financial aid for restoration. 

The 1930 Act prohibits injury to National Monuments. But as the 

penalty for injurini5 such monuments is so small - a fine not 
exceeding £50 and/or not more than 6 months imprisonment - it 

deters few, if any, who are intent upon removing or destroying 

8 National Monument. Scarcely-an^oïfe has ever been convicted of 

such an offence (not necessarily because no such offence has ever 

been committed), and an alarming number of earthworks which are 

National Monuments under the definition of the "1950 Act without 

actually being under the care of the Commissioners of Public 
Works, have been wantonly destroyed in recent years - particularly 
in the course of State-funded agricultural improvements. 

Under the National Monuments (Amendment) Act of 195^, the 

dommissioners of Public Works are enabled to place a Preservation 

Order on a monument which is in immediate danger of injury or 
destruction. Alternatively, they are also empowered to place a 
Temporary Preservation Order on such a monument, which lasts for 

six months, but they may presumably at their discretion renew 
such an order if they so desire. However, the constitutionality of 

Preservation Orders has recently been challenged in the courts in 

the case of 0'Callaghan v. The Attorney General (1980), upon which 

a judgment is expected very shortly. If this judgment goes against 

the State, new legislation will presumably have to be introduced. 

New legislation on National Monuments has been under consideration 

for many years, but so far nothing has materialised. When it is 

finally enacted, it will hopefully also protect important 

*)a>tV'5  df    ^V>e, archaeological and ancient architectural 
heritage of the country which is under threat by modern 

development, as instanced by the recent and sad case of the 

Viking and medieval remains at Woodquay in Dublin, 

The current situation with regard to National Monuments, 
therefore, is that while funds are not really adequate, they are 

more plentiful for the preservation of National Monuments than for 

any of the other types of buildings in the nation's architectural 

heritage to be discussed below. In contrast, however. Local 

Authorities take their duties in preserving the National Monuments 

in their care as being virtually non-existent. Were finance 

available from outside the State, these Local Authorities could be 

enabled to make a significant contribution to the preservation of 
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the nation's architectural heritage, particularly "by removing ivy 
from and by generally keeping in repair the many ruined medieval 

churches in the country churchyards in their care. 

The department in the Office of Public Works which deals with 

the preservation of National Monuments is the National Parks and 

Monuments department, located at 51 St. Stephens Green / Ely 

Place, Dublin 2, But in a speexsh-^maèe by the former Taoiseach 

(Prime Minister), Charles J. Haughey, on March 5th, 1981, it 
was stated that .' 

"The Government has now decided to set up a National Heritage 

Council which will take into its care and keeping historic 

monuments, national parks, heritage houses and gardens, the 
canals and the museums themselves. 

Archaeologists and members of the cultural institutions will be 

represented on this board, and it will conduct surveys, allocate 
resources and plan excavations on a national scale. Because of 
the powers the Council will have, the expertise it will command 

and the advice it will be in a position to tender to public 

authorities and other bodies our heritage will, I believe, be 

much more secure under its auspices. 

The Council will ensure that our heritage will be explored, 

assessed and exhibited to the general public in a manner worthy 
of its splendour and will endeavour to see to it that the sort 
of mistakes that happened in the past will not recur," 

This National Heritage Council foreseen in Mr. Haughey's 

speech was not formally established before the General Election of 

June 11th, 1981, which brought a new Coalition Government into   j> 
office, voider the leadership of Dr. Garret FitzGerald, T.D. In its 
policy document published in the national newspapers on June 29th, 

1981, the Coalition Government made the following statement 

concerning the preservation of National Monuments : 

"legislation will be introduced to protect our archaeological, 

architectural and natural heritage and the Services of the 

National Museum will be strengthened. The scandal of Wood Quay 

must never be repeated," 
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2. Churches still in use 

he second type of important monument which may be included in 

the architectural heritage is that of the church still in use for 
divine service. The Office of Public Woris, as af^ents of the 

State, will not spend state moneys ion the conservataorj or 

restoration of churches which are still innuse for dlv^ine service 

because, according to the Irishr^Jbh'stitution of 1957, the stnte 

cannot be seen to be favouring one religious group more than 
another. This anomaly has been highlighted in at least two 
memorable cases, quoted above, within the last 15 years where the 

Catholic Church was instrumental in retting the State to restore 
the Abbeys of Ballintubber and Holycross - which are National 
Monuments - for religious services, but the Church had to pay the 

Office of Public Y/orks for all the works carried out on the 

churches by the Office of Public Works. The only worlr on these 

Abbeys which was paid for by the State was that on the cloisters 

adjoining the church, which were also National Monuments t^ut in 

which religious services were not going to be conducted. 

There are many thousands of chur in the State, 
the great majority of them built since the be!3;in^       ;:he last 

century. These are siirpl'    'try chur    :?h-ïrb mey ■*"« o^ soinfi 

architectural interest b\it only rarely of any erreat archjJ-pctural 

merit. From the conservation point of VIP f-used 
churches which cause the roo»5t headsi -'' whic-h are 
medieval in date. The -     majority of these medieva] chui 

which are atill in r^ ^he Church of Trelso.i. 

ft In a report on .   srch-tt       v-SAj^niiicf:nt Prot&atEDt 
Churches in the Repi.  ' .-..-.. v^ ^^,7^ AUDUQI 

Report of the Representativ '   ' '' -tural 

historian Dr. Maurice Crp'^^^   .ated It. medieval cnu-      s 

opposed   lust t 

by the Church of of these « 

repairs, and i hedrals of 

Christ- '^s* undergone or    in 

fci^e proc'.        ■ ^ =^'^^=^ °^ S*' Muinose 
in Kinsale haP recently ? mpaign to raise funds 

for the repair of the church. Althongn the .number of r uv-h ci 

Ireland mec^'       irches still in use may be small by coptineatal 

standards, ^orae of the     significant exa.plee of 

medieval architcctiu    the country - Olonfert Oetbearal with. 
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arguably, the finest Romanesque doorway in the country, the two 

Dublin Cathedrals already mentioned, as well as the Cathedrals of 

St. Canice in Kilkenny and St. Mary in Limerick. The Church of 

Ireland also has about 95 other churches of considerable 

architectural interest which are either a mixture of medieval and 

later -oeriods, or which date from the 17th to the early IPth 
centuries. Not all of these are trul;5r significant, but some are of 

very considerable architectural importance. 

But while, for historical reasons, the Church of Ireland retains 

more medieval churches than does the Catholic church, it is in the 
iuienviable position of having gnlv fl^^^P  one-thtttieth the number 
of souls, totalling about<f7/7'5?  PThus xhe ^rden of financing 
the upkeep of the important medieval churches, and particularly 
the Cathedrals, which are still in use falls on the shoulders of 
about 3,35 of the population - without any assistance from the State, 

Dean Victor 6. Griffin, a man as tuiafraid to speak his mind 

openly as was his 18th century predecessor as Dean of St. Patrick's 

Cathedral, Jonathan Swift, summed up the situation succinctly in a 

letter to The Irish Times of Friday, June 26th 198I, of which the 

following is an extract ; 

"At a recent exhibition of paintings and sculpture in aid of the 

Cathedral (St, Patrick's), Lady Iveagh, who opened the event, 
mentioned^ that if St. Patrick's were a dilapidated, roofless 

ruin it would be maintained at public expense as a national 

monument, but ancient historic cathedrals and churches which; 
are a living and active part of our national history and 
heritage receive no financial support from the Irish state, I 

believe we are the only country in the EEC which does not give 

any financial support to the maintenance of historic cathedrals 
and churches. In some countries in Europe the state accepts 

financial responsibility for the maintenance of the exterior 

fabric while the denomination to which the building belongs is 

responsible for the interior. In the United Kingdom the state 

helps indirectly by allowing people to covenant an annual 

subscription towards the maintenance of a church. The tax 

normally paid by the covenanter on this subscription, instead 

of being appropriated by the State, is refunded to the Church, 

"  It is becoming increasingly obvious that if we are to continue 

to preserve our national eeclesiastical and architectural 

heritage the State must be prepared to give serious ' 
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is certainly not less than 20 and probably not more than 150. 
There are also many others for the preservation of which 

strenuous efforts ought to be made. In addition, there are 

highly important groups of buildings - such as some of the few 

relatively intact 18th century 'Georgian' streets of Dublin - 

which are under considerable threat from private commercial 

development, and where only a considerable amount of capital from 

official sources could «KJWkxIdnrtt"outdo commercial mammon in order 

to preserve the most important. However, a sensible combination 

of commercial resources and preservation of an important house 
has been achieved in Powerscourt House in Dublin's William reet, 

and University College, Dublin, is hoping to execute an 

imaginative xgafcaxajtiaut scheme drawn up by its Professor of Art 

History, Alistair Rowan, to restore two adjoining 18th century 
houses of the highest quality in St. Stephens Green which belong 
to the College. 

The great value of these great houses, be they in town or 
country, lies not alone in their significant architectural and 
environmental importance, but also in their value from the 

educational, tourism and recreational aspects. Those which have 

opened their doors to the public in order to keep alive have 

formed themselves into a group known as HITHA - Historic Irish 

Tourist Houses Association - which helps to market them all 

together as a group. It ought not to be forgotten, too, that 

these Great Houses provide valuable employment, particularly in 
country districts where other job opport\inities are not very 

numerous. 

Owners of virtually all of the Great Houses in Ireland are 

experiencing increasing difficulties in maintaining their 
properties. There are a number of contributory reasons for this, 
which may be summarised as follows : 

A. That the amount of land belonging to the owning family and 
which helps to support the house has declined greatly for a 
variety of reasons since the houses were first built. One 

unnamed example is known to have dwindled from 50,000 acres 

to a mere 200 acres. 

B. The introduction of capital taxation and, in particular, the 

tax package introduced in 1975 and 1976 which comprised the 

Wealth Tax, the Capital Acquisitions Tax end the Capital 

Gains Tax. At present, heritage buildings, even where they 
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are of great architectural importance and open to thé 

public, are not exempt from any of these taxes, though what 

is termed a "principal" residence is exempt from Wealth Tax 

and a "main" residence is exempted from Capital Gains Tax. 

In addition, the funds needed to keep up these oultur»! 

assets are fully taxed, and there is at present no diminution 
in tax allowed in recognition of their owners' role in 

maintaining the nation's architectural heritage. 

0. The increased cost of maintenance, heating and insurance of 
the buildings and their contents. 

D, The virtual disappearance of craftsmen to do the specialised 

repairs to the buildings, and the cost of paying what few 
skilled workmen survive. 

As a result, many owners are forced to maintain their houses 

out of their dwindling capital resources, and there is a 

concomitant danger that owners may feel inclined or forced to 

sell some of their houses' valuable artistic contents - sometimes , 

outside the country - in order to keep up their properties as 

family residences. . • 

In view of the situation outlined above, a report on The Future 

of Historic Houses. Gardens and Collections in the Republic of 

Ireland carried out by An Taisce - The Irish National Tinist, and 

published in digest form in 1977 under the title "Heritage at Risk" 
suggested that some of the great houses should either 

be taken over by the State or 

be handed over to a National Trust - either already existing 

or to be set up - 
or that financial arrangements ought to be made by the Government 

to enable and encourage owners to keep and maintain their 

buildings themselves. 

As this report felt that it was preferable that, where 

practical, the houses should remain in private hands, it was 

proposed that there were two approaches necessary to achieve this 

aim 

a) Taxation incentives, including large-scale exemptions from 

capital taxation; 

b) Repair grants. :. 
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Alternatively, machinery ought to be available whereby the State 
could take over these properties in lieu of tax or debt due. The 
sad case of Malahide Castle in 1977 showed an instance where the 

State refused to take over an important property which had been in 

the hands of the same family for more than 600 years, /instead to^ 

B  tax package involving death duties, and were it not for the 
combined efforts of the Dublin County Council, Dublin Tourism in 

conjunction with the Irish Tourist Board, and the National Gallery 

of Ireland, the castle would have"b§in^lè5rinS°i^^^è85!fE«l® " 
dispersed. However, the moat recent case of Glenveagh Castle in 
Co. Donegal shows the State to be in a more benign mood towards 

solving this problem, in which the State has agreed to take over 

this fine property and its gardens, on xinspecified terms. 

Further relief in this direction may be forthcoming from the 

Coalition Government which took office on June 50th , 1981. Its 

programme includes the following :       . 

"Tax reliefs will be made available for owners of significant 

buildings which are worthy of conservötion but which are in 

danger of being sold or are falling into disrepair. Such tax 

relief will be conditional on reasonable access being allowed 
to the building." 

Even if such promised relief is forthcoming, the option of the 

Irish Government or theÖ)C, or both, giving special repair grants 
to the most significant houses ought to be considered, and such 
money would be well spent in the interests óf the nation's 

architectural heritage of Great Houses. Rather than being seen as 

being socially unacceptable in view of the pressing need to house 

the poor, such grants would be vitally necessary in order to 

preserve properly almost every single house of high architectural 

slgnifioanoe in the country, 

^. Unoccupied habitable structures not in State care 

The fourth division comprises unoccupied habitable structures 

not in State care but which nevertheless form a significant part 

of the country's architectural heritage. This category is not 

intended to include houses of slightly lesser architectural 

imüortance which are not covered in Section 3 above. Rather it is 
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in interest in this ancient method of roofing, and a recent rise 
in the number of younger craftsmen able to execute it, through the 

efforts of the State's Youth Training organisation, AnCo. But, at 

least in a select number of examples, attention could be paid to 

the other minor categories Just listed by giving grants towards 

repair and upkeep, which could be coupled with a guarantee by the 

owner to maintain such structures properly in the future and to 

allow the public reasonable acc\9ês''to them. 
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Before concluding this chapter, attention must be drawn to 

the situation with regard to Ireland's architectural archives. 

Prior to 1Q76, no systematic attempt had been made to collect 

together all the archival material concerning Ireland's 

architectural heritage, though the Commissioners of Public 

Works preserve a considerable collection of drawings and 

photoB-rarths of the monuments in their care. But this material 

does not cover the vast majority of structures which have been 

built in Ireland during the last 400 years. 

In 1Q76, The Irish Architectural Archive was set up in 

order to fill the gap. This Archive was not, however, a State 

organisation, but one instituted on private initiative. Since it 

has been pet up, the Archive - \(öiich is housed at 63 Merrion 

Square, Dublin 2 - has collected Irf 280,000 to keep it going. 

Its main source of fimding hitherto has been the Heritage Trust, 

but this Trust is now terminating its grant, and there is no 

Imniediate prospect of raising monies from an alternative source, 

Ireland aüpenrs to be the only Country within the EEC which does 

not have a State-financed archive of the country's architectural 

heritage, preserving drawings and other documents of thooe 

monuments and buildings not in state care. This is a sad reflection 

on the country's interest - or lack of interest - in its 

architectural heritage. It must be recommended in the strongest 

terms that the State should now fund the Irish Architectural 

Archive, preferably by taking over the Archive and the material 

which it has already collected - and expanding it, as a state-run 

organisation, to colleclP(^surviving material before it is 

irretrievably lost. The Archive would strongly favour such a move. 
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CHAPTER  2 

THE  TEACHING OF THE DIFFERENT CULTURAL  DISCIPLINES  : 

CREATION AND  PEBFpj^MING 

"The Irish schoolchild is visually and artistically among the 

most under-e_dunated in Europe" - was one of the sad conclusions 

reached by a report on Design in Ireland. The situation has, 

ho"ever, changed for the better in the intervening years, 
-Dsrticularly through the change in the Department of Education's 
curriculum which took olace in 1Q71. Sadly, little improvement can 

be claimed for musical education in Irish schools. According to 
a speech issued by Colm 0 Briain, Director of the Irish Arts 
Council, in Sfsra connection with the opening of the '"aterford 
Festival of Light Cpera in September l^si, recent snrveys have 

sh^ wn that Irish children were amongst the most deprived in being 

?riven onnortunities at school to develop their musical abilities. 

The same reoort of 1Q61 also pointed out how seriously lacking 

Ireland was in design education. Its conclusions jolted the Irish 

'Tover-nment into corrective action "nd constructive change. "The- 
Ipst decade saw more development in art and design education in 
Ireland than d"«d the previous half century. The establishment of 
the Art and Design Board of Studies by the National Council for 

Educational Awards was of major significance and has been an 

ictegral nart of this development." This quotation is taken from 
Ciaran Benson's "The Place of the Arts in Irish Education" - the 
"Report of the Arts' Council Working Party on the Arts in Education 

in the "PeDUblic of Ireland, published in 1P7*^, on which a 
considerable amount of this section of the present report is based. 

The Benson Reoort points out that there have never been very 
Irish 

many ^iobs for young/people who chose a career in the general area 

of the arts, with the exception of architecture. In other areas, 

the greatest prospects lay in the sphere of teaching the various 

cultural disciplines, both in secondary schools and in 

instit-jtions of third-level education. The increased prosperity 

of' the lovo's opened UP more career possibilities in the arts for 

young people, so that now television and radio, hand-crafts and 
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desic^n are now major sources of employment in the arts. 

P?3rticularly in the field of Irish traditional music, there are 

many young artists who have had no formal musical training in 

academic institutions, but who have trained themselves by learning 
E res ent 
is/report, however, 

does not take these into consideration, but concentrates rather 

on the formal teaching available to young artists of various kinds 

in recognised state-funded"institutions. 

The Plastic Arts 

Graduate and post-graduate tuition is provided in the History of 

Art both in Trinity College and University College in "Hublin, but 

these universities do not provide courses in the creative aspects 

of the visual arts. Instead, these are provided in a variety of 
non-university institutions in various parts of the country. Of 

these, the most significant is    .  •    ' " V' 

The National College of Art and "nesipin 
which is located in Dublin. It is now enabled to issue both 
diplomas and degrees. It can issue diplomas to students who have 

successfully completed the four-year (including pre-diploma year) 

diploma course at the College. The diploma can be awarded for study 

in any of the areas covered by the College's courses which are 

Painting '     .  ,     • 

Sculpture •.■.'. 

Printraaking '   .   ' ' 1 ; 
Visual communication 
Fashion •    ' 

Grafts (ceramics, woven textiles etc.) 

Education, 

Since   1Q8C,   the  National  Council  for  Educational  Awards  has   awarded 
decrees  at the National  College  of Art  and Design  in the 
following  areas   : 

■fine  Art ,        ' •    . ■■ 

Visual communications 

Industrial Design 

Art and Design Education 

These degrees are beinK awarded to students on their individual 

merits, pending the full recognition of their courses by the 
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National Council for Educational Awards. These degree courses are 

of five years duration, except for Industrial Design, which is a 

four-year course. 

At present, students with degrees must also take the Principles 
of Teaching Art examination to qualify as art teachers. It is 

likely that, when the Art and D^egijgh course is fully recognised, 
this requirement will no longer aoply to srraduates of that course» 

Schools of Art and Design, and Regional Technical Colleges 

In addition to the National College of Art and Design, there 

iF a number of schools of art and design, as well as Regional 

Technical Colleges, which offer courses which can lead to diplomas 

awarded by the National Council for Educational Awards to those 

students who take these courses.  These may be tabulated as follows 
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COLLEGE AWARD AREAS OF 
STUDY 

Crawford National Painting, 
Municipal Diploma in Sculpture, 
School of Art Art Printmaking 

Limerick National Painting, 
School of Diploma Ln Sculpture, 
Art & Design Art Printmaking 

Galway National Painting and 
Regional Diploma in   • Printmaking 
Technical Art 
College 

National Printed and woven 
Diploma textiles 
in Design 
(Textiles) 

Limerick National Graphic Design 
School of Diploma in 
Art and Design Design ^ 

(Communications) ■ 

National Ceramics 
Diploma 
in Design 
(Products) 
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The f?rrsnFrements which allowed the National Council for 

Educational Awards to award diplomas to students at Colleges 

without recognised courses - to which Section 6.I5 (page 113) of 
the Benson Report referred - are still in force, so that in 1981 

diolomas are still being awarded in the "Hun laoghaire School of 

Art, as ^vell as at the Regional Technical Colleges in Letterkenny, 

Sligo and ^i^aterford. The course's at these Colleges are still in the 

orocess of being validated." 

It ouffht tn be pointed out that the Art Teacher's Certificate 

which was formerly issued by the Department of Education has been 
discontinued, according to the circular letter S20/80 issued by 
the Department's Examination Branch, because awards in Arts 

courses are no longer the responsibility of the Department of 

Education, but of the National Council for Educational Awards. The 

Techical Stibjects art examinations mentioned in the Benson Report 
(^.25Cb)) have also been discontinued. 

Musical Composition      .  ■ 

Courses in music composition are offered in the major University 

music departments, as well as in some of the Schools of Music. 

Cf these, the university courses are the most important and 

advanced. They are offered by three of the TTniversities, Trinity 

College and University College, both in Dublin, and University 

College, Cork. 

Trinity College, Dublin 

The College awards two degrees in music at Bachelor level : 

1. Moderatorship (B.A.) in Music, which is a four-year course, 

in which Music may be taken as the only sub;ject, or in 

conjunction with another subject. 
2. MTIS, B. , for which there is en examination - but no tuition, 

Cf the thrfie parts forming this degree, the first two may be 

exempted for those who have performed satisfactorily in the 

course for the ^-foderatorship (No. 1 above). 

The honor (more advanced) course in music in the Moderatorshi-p 

exam offers a course of sttïdy in the theory and techniques of 

musical composition in each of the four years, and in the third 

(Junior Sophister) year one of the options to be fulfilled by the 

student i«= the submission of a compositiofl of an extended nature 
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such as a string quartet or a sonata for not less than three 

performers or a folio consisting of a variety of Bmaller 

compositions. The same option is open to those taking the Mus. B. 
examination. The degree of Mus. D. may he awarded on the strength 

of the submitted musical compositions. 

University College, Dublin   . 

University College, Dublin, awards a B. Mus. degree. Within the 
degree course, there is a specialised Composition School, which 

nrovides a course in composition for third and fourth year 
students. Thereby, it is required that, at the end of the sixth 
university term, the student must submit a composition or set of 

exercises showing an aptitude or talent for creative work. 

But for the degree of Doctor of Music, one of the options open to 

the candidate is the submission of a symrhony, or concerto, or 

major v;ork for choir and full orchestra. 

University College, Cork 

In the degree of B. Mus. awarded by University College, Cork, 
composition is one of the options open to students in their second 

and third years of study. 

Schools of Music 

Some of the Schools of Music include Composition as one of the 

subjects on the syllabus, but this is taught at a more junior 

level to that of the Universities.. '.^ ' 

The Contemnorary Resource Centre 

Plans are now \inder way for the establishment of 

■ a Conteranorary Resource Centre. It is to be set up by the 
Association of Irish Composers, with a grant of £20,000 from the 

Arts Council. It is to be housed in the new Irish Life complex in 

■Dublin. Its purpose will be to collect, catalogue and make 

available compositions (scores and recordings where available) 

by living Irish composers. The centre will also provide 

fscilities for experimentation, lecture programmes and workshops - 

a forura for composers and their works. 

Prosnectp for comnosers 

There are no composers of serious music living in Ireland who 
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earn their living from compositions. With the exception of those 

associated with the Pop i^-usic scene, all others live larp-ely by 
teachinpr. The opportunity of having W' rks co missioned remains 
very limited, and indeed the propspect for performance of a new 

work for a larf^e ensemble is very slight excent for a handful of 

already established composers. 

THB       THE  TEACHING OF HHE PERFORMING ARTS 

The teaching facilities for the various types of performing arts 

differ considerably according to the particular art. Each of these 

is discussed in succession below. 

Acting 

The disastrous situation with regard to kkff preparing budding 

actors for a career on the stage in Ireland is best summed up in 
paragraph 6.27 of Ciarén Benson's report on ^he Place of the Arts 

in Irish T?ducation (1979)» p. 107 : 

"There is no fixed route to a career in theatre in Ireland, 

rnnortunities depend on talent, chance, initiative in seeking 
openings, contacts in the theatrical world etc. Nonetheless, 
there sre  a number of private schools and courses w^ ich 
offer a training in drama and- the theatre. These can serve 
ap valuable introductions to the world of  the theatre. 
University drama societies and the amateur drama movement 
are also sources of experience. None of these, however, 

equips a student to undertake a career in the theatre. At 

the moment, careers normally develop more from working with 

a theatre RTOUP than by doing a course and then applying 

for an advertised job." 

The part-time f^choo^ of Acting associated vn.th Ireland's famous 
Abbey T'heatre was forced to close down in IC74., due to lack of 
funds. One of the oldest privately-run schools, the Brendan Smith 

Academy, founded in 19^5, has since taken on an added importance. 

Bill Keating, Head of ürsraa in PTE - the state-run radio and 

television service - has recently set up an intensive 1C-day 

"-orkshop in Parnell Rauare in Hublin tc provide students with a 
•crash-course' in acting, and the brothers Chris and Vincent C'Neill 

plan to open a full-time two-year course in the Oscar Theatre  in 
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January 1Q82. • 

Hitherto, alas, the call made in the Provision for the p.rts 
Report (107e') by J.M. Richards for the settinp; up cf a Thentre 
Traininp; Board to nrovide trsininp: in all the theatre arts, 

includinRT producing, designing, stage management and performing 

has remained unheeded. However, the.Arts Council is acutely aware 
of this lacuna in the Irish Arte aiiu has set up an Ad Hoc 
CoTiraittee with a view to researching the feasibility of a National 

Theatre School, and its Dlans should be ready for submission by 

the end of I^^SS. Its proposals will doubtless merit the strongest 

support both in the State and outside, 

^ingincr and the nlaying of musical instruments 

The teaching of singing and the playing of musical instruments 
is not nart of the universities' curriculum. Instead, this is 

provided in a number of music schools or colleges throughout 

the country, of which the following are th'= most prominent : 

The College of Fusic, Chatham Row, Dublin, which provides 
'a complete musical education from the beginning stages to 
professional level'. Students of singing are required to join 

a choir in the college. 
The Royal Irish Academy of Music, ^"estland Row, Dublin, which 

provides courses in singing and in the olayins: of instruments. 

The School of Music, Mulgrave Street, Limerick 

The School of I"'usic, Union Quay, Cork. 

"'ith rep-ard to singers, the lack of a professional opera company 

in Ireland makes the situation precarious for a trainee singer, 

and those looking for professional experience have to seek it 
oiit-,lilp the co\)ntry.   This drains the country of much of its 

potential talent, despite the presence of a number of highly- 
aualified s'nging teachers in the main centres of population. 

The country is not equipped to provide third level diplomas or 

even 'student status' to full-time        students of singing. 
These students may, however, apply along with students of 

instrumental music for scholarships and bursaries provided by the 

Arts Council to allow s+udents to study outside the country. For 

t.his purpose, the Arts Council currently has <'/50,C0C at its 
disposal, two-thirds of which is supporting Irish students abroad. 

Teachers constantly complain that their students must go away too 
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early, as the necessary experience is not available in the 

country, though the training facilities are. Nevertheless, the 

training facilities in Ireland rarely equio a student to compete 

successfully with his or her counterparts trained outside the 

country in entering professional colleges in England or on the 

European continent. The position wou.ld, however, doubtless 

iranrove dramatically if the Arts Council were enabled to realise 
its plan of setting up an Irish, Nat.ional Cpera Company which 

would provide the appropriate forum for trainee singers, and 

would tour extensively throughout the co\intry. Until then, the 

highly laudable Coera Groups, such as those in Kilkenny and 
''Vicklow, do provide some ooportunities, as do also the numerous 
amateur musical societies throughout the country. 

The situation w-th regard to instrumental tuition is equally 
unsatisfactory. Many young instrumental players would normally go 
to foreign conservatories in order to receive advanced tuition 

\"hich would not be available in Ireland, but many cannot do so - 

either fcr domestic reasons or because it is too costly. 

For this reason, a proposal put forward recently by the Dublin 
Philharmonic Society to provide Master Classes is worthy of the 

utmost sum:>ort, as its fulfilment would fill a long-felt need. 

The Dublin Philharmonic Society, a non-profit making company set 
un in its present form in IQ?^, revives an older society which was 

inspired v.dth the need to fill certain gaps in the musical life 

of the country. The proposal foresees the nrovision of three-year 

Master Glasses in 

Cello 
Violin 

Chamber Music 
Erass 
Woodwind 

which, at a cost of f.P,COO per item, would thus cost a total of 

F-^CyCCO  over a three-year period. If finance were available to 

bring this very necessary project to fruition, it would 

- introduce Irish students to practical tuition of Conservatoire 

standard 

- retain talented students in the country who, throuerh their 

■oerformances, w^uld inspire younger musicians and raise the 
general standard of performance in the country 
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- bring Masters to Ireland on a rernilar basis 

encourage music snpreciation in Ireland. 

The Pance 

' As  the Benson report on The Place of the Arts in Irish Education 

(paragraph 6,^5-38) pointed out i,n^Q7Q, there is very little 

«dvanced traininp: in ballet or contemoorary dance available in 
Ireland. The Irish Ballet Company, based in Cork, can offer 

training to only a very few dancers because it is primarily a 

orofessional and not a training company. Sadly, those wishing to 
maVe a ■Drofes£?ional career in dance must go abroad for their 
training. 

These students can be aided by the Arts  Council, which offers a 

small numner of annual scholarships to dancers seeking advanced 

training. These scholarships are awarded to dancers of both se)fes. 

However, male dancers wishing to train with the Irish Ballet 

Comnany ahe more favoured by the scheme, not because there is any 

discrimination against female dan^rers, but because male dancers - 
if they go outside Ireland for their training - are unlikely to be 

enticed back to Ireland as they are almost guaranteed employment 

outside Ireland if they are of a suf f ^^ciently high standard. What 

might, therefore, seem like discrimination, is an attempt to keep 

-•ale dancers in Ireland. But in this attempt, it must also be 
realised that there are very few or)r)ortxinit:<es for a dance career 
in Ireland, and if the employment possibilitiet^ v/ere iunproved , it 

would doubtless draw a number of expatriate Irish dancers back to 
their native country, and also help to keep up-and-co~ing dancers 
at home, ^ 

A survey of the situation vith regard to dance in 

Ireland has recently been set in train. It was announced in 

September I^SI that as a result of a Seminar held in conjunction 

with the Arts Council and the Gulbenkian Foundation, an Ad Hoc 

Con^raittee has been set up to orenare a report on the present state 
of dance in Ireland, both in the professional and educational 
fields. This survey will interest" itself in a considerable variety 

of dance, including ballet and modern stage dancing. 
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creative artists and one third of interpretive artists have jobs 

entirely unconnected with their artistic occupation, and these 

range from company director to waiter. Some artists - 10% of 
interpretive artists and 26% of creative artists - have more than 

one other job, and it seems fair to imply from the pattern of 

unemployment among interpretive artists that they change jobs quite 
frequently. There is also evidefioe^óf substantial dependence upon 

earnings of other family members. 

The following table from the Arts Council Survey shows the 

number of different occupations carried on by Irish artists working 

in the fields of literature, the visual arts and music composition 

Number of 
Different 

Occupations 

BASE 

One 

Two 
Three 

Four 

Five 

Main Artistic Occupation 

Total 

105 

23 

2» 19 

1 

Visual 
Literature Arts Composer 

41 61 f. 

% % n _•" 
22 21 _ 

..If 59 33 
-m-' 16 - 

12 5 33 
M ktf».'.'' 33 

Access to Social Security ^ 

Deriving their earnings from such a wide variety of sotirces of 
different kinds, artists tend to have a rather unstable income. 

This makes it very difficult for all but a very few of them to 

be able to plan their finances in an adequate manner. One example 

of this is in the area of providing for their old age. Two thirds 

of artists in Ireland have made no provisions for pensions. The 
one third who have made provision have probably done so in the 

context of their non-artistic employment. 

The confused nature of artists' incomes also affects their 

ability to participate in state-financed Social Welfare schemes. 

More than half of all artists claimed not to be stamping a card in 

any of their employments - and this rose to 69% among creative 
artists. 
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Access to unemployment payments - either assistance or benefit - 
is also affected. Actors are most likely to have availed of 
employment benefit, though somewhat less than 50% of them claimed 

that they had never done so. On the other hand, however, about 

three-quarters of the creative artists claimed never to have 

availed of either benefit or assistance. 

Instability of Income        , %.'^.;'' 

The situation just described, when taken in conjunction with 

the occupationally irregular pattern of artistic earnings for 
creative artists, leads to a high degree of instability of income. 

Both creative (76%) and interpretive (51%) artists regard their 

artistic income as fairly or very iinstable, while 3^% of creative 

end 57% of interpretive artists regard their total income from all 
sources as fairly or very unstable. Por most artists, the only 
really stable income they earn is largely provided from sources 

other than their artistic earnings. It would anpear that at least 
25% of creative artists have no earnings from artistic work for 

at least one month of the year. The artists' impression of the 

stability of their income is percentually tabulated in the 

following diagram 

Artists Impression of the Stability 
of thair Income 

CREATIVE 
Artt*^ Total 

Incomo 

INTERPRETATIVE 
AiHttlc Total 
Income Income 

KEY:     Very stable [^ Fairiy stable ^ Fairly unstable [ 

Very unstable ^1 Don't Know: Number In Brackets 
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Unemployment 

In the Arts Council's survey of the Living and Working 

Conditions of artists in Ireland, questions isKxcr about 

unemployment were put only to those not self-employed in their 

artistic occupation, which meant that only musicians and actors 
answered questions about unemployment. They were asked about 
unemployment in their artistic-WO''rk'and in their other jobs. 

90% of actors and 30% of musicians have been unemplo^red in 

their artistic occupations, 54% of actors and 2P% of musicians 
have been unemployed in their artistic occupation more than 

seven times. The average longest period of unemployment from 

artistic work is 6-7 months. The figures suggest that the average 

artist in this category is unemployed in his or her artistic work 

for one month in every year. The longest period of unemployment 

from artistic work for actors and musicians is laid out in the 

following diagram ; 

Long0st Period of Unemp/oyment from 
Art/atfc Woric 

Less than 1 month 

1 - 2 nwnths 

3-5f 

6 — 9 months 

10 - 12 months 

Longer 
No reply 

Aversso (months) 

Total 

12 

23 

Equity Fed. 

6 

25 

28 

19 

1 
7.3       5.0 

. -f. -.. 

4^% of these artists,when unemployed from their artistic work, 
take UP other jobs. In many cases, they serve in bars, but others 

are known to take up teaching jol>s or to become labourers. 

The same group of artists (those not self-employed in their 

artistic profession) were asked about periods of total 
unemployment from all jobs. 57% of this group have been totally 

unemployed. Over half of those who have been totally unemployed 

have been so more than seven times in all. This is more likely to 

be the case with actos than with musicians. : 
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Distribution of artistic income amonp; artists 

The Arts Council survey showed that income from artistic work 

was unevenly balanced between the creative and the interpretive 

artists. It transpired that 50% of creative artists earn between 
them only 109^ of the total artistic income. On the other hand, 

however, 50% of the total monies earned by creative artists were 

apportioned to the top earning.<V8% of artists. 

A similar, but not quite so'draiiiatic figure, applies to the 

interpretive artists. Here, 50% of interpretive artists earn less 

than 20% of the total artistic earnings within this sector, while 

50% of this artistic "wealth" is earned by the top 25% of 
interpretive artists. 

These considerable discrepancy in earning power are largely 

evened out when total income (including other Jobs, married 

partners' income etc.) is taken into account. Seen in this light, 
the distribution of total income seems to be no worse - and 
perhaps even better - than that of the population as a whole. 

The breakdown of income^aSong interpretive and creative artists 

may be tabulated as follows : 

BREAKDOWN OF INCOME 

INTERPRETIVE 

Mean Income (Ir£) from ... 

Artistic      Other       Other Sources    Total Non- 

Work Work Artistic 

25^6 950 960 1910 

CREATIVE 

Mean Income from (üT.) from ... 

Artistic       Other      Other Sources   Total Non- 
Work Work Artistic 
1^7^        2009          1552     ^ ^^ 3541 

These figures - the latest available - refer to the year ending 

1978, and allowing fbr inflation in the meantime, the situation is 

unlively to have changed very much since then. The trend among 

creative artists is for a very wide    variance in their artistic 

earnings. The gap between the high and the low earners is 

narrowed by income from other sources and other jobs. Interpretive 

artists are more likely to give up other Jobs when they reach a 
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certain level of earnings from their artistic work. 

Artists' attitudes to the Public and to the Arts Council 

Artists in all categories were asked about their attitudes to 

covemment and public interest in the arts and their attitudes to 

the Arts Council, About two thirds of all artists feel that the 

public are quite or very disint^j^.gted in the arts, for which 

they tend to blame the educational system. The comparatively low 
level of interest in the arts among the general public tends to be 
borne out - though not as pessimistically as the artists themselves 

would seem to imagine - by an audience survey carried out for 

the Arts Cotincil early in 1981, some statistics from which may be 
quoted by permission of the Arts Council. 

Out of a total of 1400 people questioned, 25% had attended a 
play within the last two years,    11% a classical music 
performance, 9% an exhibition of paintings or sculptures, 22% 
performances of traditional music, while only 4% had attended a 

ballet within that period. 

Within the previous year, 22% said that they had purchased 

records or tapes of traditional Irish music, 10% records or tapes 

of classical music, 15% had bought novels, books of poetry or 

plays by living Irish authors, and only 2% had purchased 

paintings or sculptures by living Irish artists. 

Nor were the results of participation in amateur artistic 
activities particularly encouraging. These may be summarised as 

followw : 

Choir 4% '^^ ' 
Musical 2% 
Orchestras or ensembles 0% 

Music lessons 2% 

; ;  Performance of ^;raéltional muöie   ^% 
Painting 1%   ■ 
Sculpturing -1% 

Art Classes 3% 

lïtching, lithography, woodcuts etc. 1% 

Pottery, woodwork etc. 59^ 

Amateur drama '3% 

Among artists, the Survey of Working and Living Conditions of 

Artists in Ireland showed a high level of recognition of the 
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Arts Council, and an understanding of its role. The majority of 
those artists who did make a judgment felt that the Council was 

successful in varying degrees. Its good showing was "based upon 

the grants it gave to individuals, and upon its noticeable 

improvement in reent years. On the debit side, its lack of success 

was ascribed to lack of funds and the neglect of particular 

categories of artists.      Nev^r^jijieless, most artists were not 

satisfied with the level of grants and bursaries given by the . 

Council. The current system was considered to be too competitive, 
with too few awards and not enough money. 

Membership of Trade Unions or Professional Organisations 

In the Survey of Living and Working Conditions, half of the 

creative artists stated that they were not members of professional 

bodies, and 62% said that they were not members of trades unions. 

The corresponding figures for interpretive artists are 18% who say 

that they are not members of professional organisations and 22% 

not members of trades unions. There was, however, a degree of 

confusion - among musicians in particular - as to whether 

organisations were professional organisations or trade unions. 

Aspirations for the future 

All artists were generally pessimistic about the future bringing 

a change for the better in their economic positions. The order of 
importance of the changes which they would like to see in this 
regard are : more (preferably full-time) work, getting a house or 

studio and paying off a mortgage, security and a steady income, 
more holidays and more money. 

AosdSna 

Despite the artists' pessimistic attitude towards betterment 

of their situation expressed in the Survey of Working and Living 

Condiartions of 1978/79» a new scheme for Government support 

for creative artists was announced by the previous Taoiseach 

(Prime Minister), Mr, Haughey, on March 5th,1981. It is called 

Aosdana, an old Irish term for "men of art" or "professional men" 

who formed a special caste in early Irish society who were wedged 

in between the nobility and the commoner, but whose status was 

closer to the former than to the latter. The scheme is to be 

organised by the Arts Council, which describes it as 
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"an affiliation of artists engaged in literature, music and 
visual arts; it will honour those artists whose work has made an 

outstanding contribution to the arts in Ireland ;and it will 

encourage and assist members in devoting their energies fully to 

their art." It is intended to give support to the individual 
artist working in isolation, so that he can achieve an adequate 
financial reward for his work and provide for his own and his 

family's future, and thereby to redress parts of the rather 
distressing picture which emerged from the Survey of Living and 
Working Conditions. 

Aosdéna will consist of not more than 150 artists who, having 

established a reputation for achievement and distinction in their 

discipline, will be entitled to be admitted as members. Not more 

than five of these will be specially recognised by an award of 

honour to be known as a Saoi, which will cotae into operation in 

1Q8^. But, more importantly perhaps from the artist's point of 
view, each member (up to 15O) of the Aosdana will be given an 

annuity (a Cnues) of Ir£ ^,000 per annum for a term of five years 

to assist them in concentrating their time and energies in the 

full-time pursuit of their art. Those who are entitled to 

membership of Aosdéna will be required to have produced a body of 
works of merit which are original and creative, and they must 

have been born or have been resident for five years in Ireland, 

and in addition they must be more than thirty years of age. Their 
particular field of activity may be in literature (fiction, poetry 
or drama), music, sculpture, painting, printmaking, photography, 

film or video. Prior to the first meeting of Aosdana in 1983, 

assessments for admission will be carried out by the Arts Council 

under His  the general conditions of its existing Bursary Programme, 
and after that, two existing members may propose a candidate for 

election. Any artist who becomes entitled to a Cnuas will Join an 

artists' pension scheme which is to be set up, and deductlone will 
be made from his or her annuity to cover the full cost of 

membership of the pension scheme. Aosdéna will meet annually after 

1985 to discuss issues relevant to the status of the artist and the 

arts in society, and to elect a supervisory board of ten to review 

the administration of Cnuas grants and the pension scheme and - ^^ 

when ap-oropriate - to select a Saoi. While the administration of 

Aosdêna and the selection of its members will not be easy, one 

cannot but wish it well and hope that it will succeed in giving at 

least 150 artists the fulfilment and security which they so badly 

need. 
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CHAPTER  4 

STATE  AND HEGICNAL AIDS TO  THE  CREATIE-N  AND  DIFFUSION  OF 

CULTURE 

While the amount of money being spent on the creation and 

diffusion of culture in Ireland is small in comparison to other 

countries of the "Hhiropean 'Economic Community, it is nevertheless 

heartening to see that the total amount is rising every year at a 

srreater rate than inflation. The following factors may be taken as 

having a piprnificant influence on this extra exnenditure : 

"1. Successive governments since the later I^BO's being much 

more receptive to requests for money for cultural activities 

in Ireland than had previously been +"he case 

?. An intei Tiirent and creative ari^roach to a broad spectrum of 
cultural matters on behalf of the Arts Council, who attempt 
t© spread available finance according to artistic needs, 

and who thereby encourage and Rienerate a considerable 
amount of arti9tic activity 

^>.   ^-I'eyter demand by the Irish public for artistic events and 
developments which require more public spending on the arts, 

^'^^l"fe many would complain that the amount snent on the arts in 

Ireland is pitifully inadequate, and that the nace of development 

Is not nearly fast enough, it must be said that great strides 

forward have been made within the last decade in comoarison to the 

thre" decades which nreceded it. These strides are due, to a 
considerable extent, to the increasingly active role played by the 

Arts Council, which has now become the main distributor of 

frovenment funds to the arts in Ireland. Another important area of 

rroRress has been the readiness of local Authorities to come forward 
and nrovide financial assistance for cultural activities v/ithin 

own snhere of influence, ^'-'e may expect to see further advances 

made when the Arts Officers of the Regional Development 

Organisations ma e their presence felt more and more, ".e must now 

turn to a "omewhat more detailed consideration of these three 

p-rcups as beiner the most important organisaticns involved in the 
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creation and promotion of culture in Ireland. 

The Arts Council 

The Arts Council, based in Dublin, and consisting cf 16 members 

drawn from various fields in the arts, a director and seven 

officers, IF undoubtedly the most vital force in the Irish cultural 

scene at oresent. In 1Q80, 'it r.eceived a government subsidy of 

S"5 minion, and while soending f.250,654 on administration, it was 
in t'-e nosition of being able to distribute the remainder to a 
variety cf cultural activities throughout the country. These 

disbursements, while being on a national basis, are nevertheless 

often made to arts organisations of a regional character which 

Ferve the needs of a particular region or community. 

The cultural areas covered by the Arts Council, together with 

the amounts granted in IO8O, may be summarised briefly as follows: 

Idterature  includes suoport for Irish publishers, 

small printing houses, cultural 

,iournals, and organised writers' 

activities, such as Tistowel "'riters' 

"'eek - and bursaries for writers        ...  £58,382 

Visual Arts - enables the mounting of exhibitions 

and sunport of individual artists       ... F,13fl»706 

Purchase of '"orks of Art  - a way of subsidising 

Irish artists by buying their works     ,.,   ^,8,918 

"exhibitions - mounting special exhibitions ...  «",25,492 

Prama      sunporting Irish theatre in "^ublin and 

the provinces. This item takes up more 
than half of the Arts Council's total 
expenditure ...£1,506,115 

Dance      - aids to performances by visiting 

Ballet Companies, as well as to Irish 

t"       Companies such as the Irish Ballet 

Comnany, and others in "n-ublin and 

cork - .3 well „s bursaries for atuc^ents. .. «16,70P 
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Traditional M\isic  -  an active and siff;nificant 

aspect of Irish culture ...    ,i?.48,4C0 

Music     - a heading which includes rrrants to 

orchestras, chamher music groups, 
music associations and competitions. 
as well as bursaries for instrumental 

musicians 
£156,723 

OT>eva -  indisoensable grants for the staging 
of opera in Ireland, often with foreign 
soloists, the beneficiaries beins: the 

seasons of the Dublin Grand Opera 
Society, the ^Vexford Festival and the 
Irish National Opera ...  £122,555 

Film      - support for film-makers, both 

individually and in groups, as v/ell as 

a major Film Script award, funded 

jointly with Radio Telefis Eireann    ...    £°5,^55 

Arts Oentreas and Festivals - essential funds to 
nrovide for a number of Arts Centres 
(e.g. The Project in riublin, and the 

Arts Centre in Wexford) which have 

grown up within the last decade, as 

well as for imnortant Arts Festivals 
in TMiblin, Cxalway and Gorey ...   £1^3,850 

Community Arts - keeninf^ very much alive the 
amateur interest in the arts in Ireland...    £72,558 

Other areas to which the Arts Council contributes are 

Arts in Fducation ■ ...    £25,258 

Arts Developments in the Regions ...    £20,180 

Bursary payments ...   £105,170 
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Local Authorities 

A major breakthrough was achieved in 1o73 when, under Section 

"12 of the Arts Act, Local Authorities -and thif? includes 

Cornorations and Urban District Councils of the major Irish 
towns and cities, as wel] as Counjfcy ;Councils - ^ft^entitled 
to exnend monies directly on the arts. This expenditure is 

almost exclusively on regional or local community arts activities, 

local authorities are also responsible for a number of arts venues 
both in the capital     " city and in the provinces, such as 

- I/unicipal Art Galleries in "Dublin, Cork, limerick and 

V/aterford, and monies expended on them include grants 

for the purchase of works of art for the respective 

collections 

- the Theatre Royal in ^^fexford. ■ ' 

The followinp: are (the most significant contributions of the various 
local Authorities to the arts in the year IPSO (the last full year 
for which statistics are available ) : .;•> 

T)ublin Corooration 

Cork Corooration 

Limerick Corporation 

'Vaterford Corporation 

Sligo Corporation 

Dublin County Council 

Galway County Council 

Wayo County Council 

V/exford County Council 

Tinperary (North Riding) 

County Council 

iFPO,000 .     ,,: 

£15,000 - for the Belltable Arts Centre 

£758 ■ •- 

f,55,000 - over 5 years - for the ■ 

.  •     .    Hawkswell Theatre 

£5,000 - for current expenditure 

f 10,000 . , .^\', 

£4,850 

£A,?66 

£2,500 

£1,600 

', *■ 

Thepe statistics do not include all the local authorities, but 
are a representative sample of the nest important..local authorities 

are not oblip;ed to spend money on the arts, and many of the smaller 
ones do not do so. , • 
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Regional Development Organisations 

The "Richards report on Provision for the Arts, published by the 
Arts Council in 1P76, proposed a plan for regionalisation of the 
arts by the apoointment of Regional Arts Officers in the Regional 

Development Organisation areas aroujjd the country. The mid-west 

region, covering Limerick, Clare and North Tinperary was the first 

to i^ake an aonointment and it was followed in mid-1P7° by 

Galway/Mayo. By the end of 1080, a total of five officers had been 

anoointed. These posts are/füBcteï by the Arts Council, but the 

anoointees are directly responsible to the ■"^eecional ■'development 
Or~ïïl^?sB?ïo?ig^ ^fi^i? fefHcers are involved in the nromotion of the 
arts from a regional point of view and are concerned with the 

de\yelopment of arts activities at local level as well as with 

arrangements for tourinff groups from outside the region 

Museums and Galleries 

The National Fuseum and the National Gallery are both funded 

by the State. There are, however, a number of local museums - such 
as those in Cork and Monaghan - which are funded by the Local 
Authorities, but the ma.iority of the country's museums get no 

significant financial assistance at all, and work on a shoe-string 

budsret. The Irish Tourist Board did assist local museums 

narticularly in the 1of,o's and early 1070's, but is no longer a 

significant contributor. The Department of Education has been 

considerinff the Question of aid to museums other than the National 

^•'useiim ^or some considerable time, but has hitherto not adopted 
any nolicy in this regard. The independent Irish Museums Trust, 

set UD a few years ago, has stepped in to fill the gap, and 

encourages local museums, as well as generating interest by 

giving; an annual Museums Award, 

RTS Orchestras 

Radio Telefis "Bireann has the only full symrhony orchestra in 

the countrv, which it nays for from its own budget. It also has 

itc' C"'n 'Concert f^rchestra. 
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CHAPTER  5 

FILM  PRODUCTION  AND   DISTRIBUTION 
esscrsssssss: 

1» The History of Film-making in Ireland 

It will come as a surprise to many to learn that films were 

being made, and also screened, in Ireland before the end of the 

last century, ■'^efore the outbreak of the First World War, a feature 

film "The Lad from Old Ireland" had been shot by Sidney Olcott 

for the American film company Kalem, which subsequently made almost 

twenty other feature films in Ireland. In 1915, the Film Company 
of Ireland was established, «nd it used the actors of the Abbey 
Theatre to a considerable extent in its films. 

The responsibility for censoring such early films lay with the 
local Authorities, but when the'Irish Free State was 
established   the Minister for Justice, Kevin 0'Higgins, created 

the position of Film Censor - and an Appeals Board, as in the 

courts of justice. The Film Censor is still active, and he retains 

the power to stop the distribution of, or to cut films at his 

discretion. 

During the economically-depressed years of the 1920's and 1930's 
it is understandable that film-making in Ireland was kept at a very 
modest level. In 1937» the State began to take an active interest 

in sponsoring films liyxhAjciJig albeit in a small way, as shown by 

the Irish Tourist Board's initiative in getting Norris Davidson to 

produce a film about Irelabd, and since then many films have been 
made for other State-sponsored bodies or for Government departments. 

In 1939, 
/One of these, the Department of Industry and Commerce, initiated 

discussions with representatives of the film trade, following upon 
the setting up of an Inter-depal^tmental committee on the film 
industry two years earlier. But in the 1940's Governmental interest 

seems to have focussed more on the screening than on the making of 

films, doubtless because of the revenue it reaped from a tax on 

cinema seats, and in 1943 the National Film Institute was founded 

primarily to represent the views of the Roman Catholic church on 

the cinema. 

In 1950, the Govemmeöt asked the Industrial Development 
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Authority (I.D.A.) to assess the viability of an Irish film 

industry, and out of this grew the establishment in 1958 of the 

Ardmore Film Studios near Bray, made possible by a f^rant of 

£.^5,000 from the I.D.A. and a loan of £,217,000 from the Industrial 

Credit Company, a state-financed credit bank.Two years later, the 

Industrial Credit Company set up the Irish Film Finance Corporation 
as a subsidiary to providê"«ndï «baéy primarily for B features. 

It had lost £585,000 by th^ time it went out of existence in 1962 - 

the year which saw the establishment of Telefis Eireann - the 

national television broadcasting company, now Radio Telefis Eireann 
(R.T.E.). 

1964 saw Ardmore Studios going bankrupt. The studios had been 

designated as English for the purpose of attracting production 
finance, but this turned out to be of minimal benefit to Irish 
film-makers and was, in many respects, an impediment to the making 

of Irish films. At srotmd this time, attendance at cinemas began 

to decline, and in 1967, the Minister for Industry and Commerce 

appointed a Film Industry Committee to examine anew the 

auestlon    of an Irish film industry. This Committee reported in 

the following year, and recommended the establishment of a 

Film Board with wide responsibilities ranging from funding to 
distribution. A bill to this effect was introduced in the Déil, 
Ireland's Parliament, in 1970, but it was never debated. In 1965, 

the earlier censorship of films was amended to include limited 

certificates, and in 1970 the "seven-year rule" was introduced, 
whereby films which had once been banned or cut could be 

re-submitted for consideration after seven years. 

Film distribution did not remain unaffected by the decline in 

cinema attendance figures, A large number of cinemas, particularly 
those outside the major towns and cities, closed their doors, 

and many of the larger and better-off cinemas doubled, trebled - 

or in some instances quadrupled - their screens, while at the same 

time reducing seats per screen from averages of around 1000 to 

between 25O and 50O. The tensions caused by these changes led to 

accusations that the major distributors, renters and cinema-owners 

were unfairly monopolising the trade - accusations which were 

investiprated first by the Examiner of Restrictive Practises and, 

eventually, in 1977 by a public enquiry. 

Ardmore Studios, which had been purchased by a private British 

company (New Brighton Tower) in 1967, went bankrupt for a second 



■time in the  early 1970's,   and  in  1975 they were bought by R.T.B, 
on behalf of the Minister for Industry and  Commerce,   and 
re-established  as the National  Film Studios  of Ireland  Ltd.,  under 
the chairmanship of film director John Boorman,   These  continued to 
lose money and  were  in receipt  of Government  grants  from the 
Department  of Industry and Commerce who,   in  1977,   asked  consultants 
Arthur D.  Little to report on tfeé-inability of the Studios, 

The Arts Council - the State-sponsored body for the 
disbursement of State funds to the Arts - was  expanded in 1975, 
and began funding film organisations and production.  During the 
1Q70's,  a  steady trickle of independent  films,  principally on 
16 mm and  generally of  "television-hour"  length were being made, 
but they were poorly distributed.  The   "bread and butter" work for 
the  film-makers,  which  in  the  1960's had  taken the  form of 
commissioned docTimentaries, had  switched to the  making of 
advertising material in the 1970's. 

In  1979,  the Minister  for  Industry and Commerce published a  Film Bill,  which 
proposed the establishment  of a  Film Board with a fund of §4 million.  The bill 
was debated and passed by the  Dai I   (Parliament)   in  1980.   On August   14th,   1981, 
the  Minister  for  Industry,   Commerce  and  Tourism  established  the   Irish   Film  Board 
under  the  Irish   Film Board  Act,   1980,   and  appointed  Later.   In  the  communiqué  an- 
nouncing the establishment  of the Board,   it  was  stated that   :   "The purpose of 
establishing the  Film Board is to assist  and encourage the development  of  a  film 
industry  in the State.   The Board  is  empowered to provide  investments,  grants,   lo- 
ans  and guarantees  of   loans  for the  making of  films.  The Minister's  hope  is  that 
the establishment  of  the Board - although  funds  at   its  disposal  are necessarily 
modest   in these times of  financial  stringency - will be seen  as  an act  of  faith 
in our ability to sustain a viable Irish film industry, and as an encouragement 
to  creative talent  which  such  an  industry should release". 

2,   Film Production 

The brief history of the Irish film industry,  outlined above, 
points up the  contradietions  of film production  and distribution 
in Ireland,  along with some  of its  causes.  Perhaps because  of 
their natural love of drama, the Irish have always provided large 
audiences for the cinema since its inception, without ever 
developing a proper film industry of their own. Approximate 
figures of annual cinema attendance may be tabulated as follows   t 

1933 1944      1955      I960        1977 

56.4m        21m        50.9m    41..2m      5.41m 

Despite the obvious decline in numbers in the 1970's - largely 
due to the increasing number of families acquiring television 
aëtB  - there  is still  an audience of considerable size for the 
showing of films in Ireland.  Yet,  in contrast,   film-making has 

gone  from fairly minor levels of production in the first three 
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decades this century, through points in the 1940's and 1950's 
where it could said not to have existed to its present position 
which could charitably be described as modest. 

The causes of this situation are not difficult to find and 
differ from the problems of indigenous production in other 

European countries only in the seye^^ity of the problem in Ireland, 

Finance for film production is difficult, if not 

impossible, to find. No particular tax incentives exist, and the 

Irish financial scene has not tended to be "cash-rich" to that 

degree. Nor, with such a bad track record, could investment in 

film-making be seen to be a particularly good risk. Irish 
film-makers have not a great deal of experience, although they are 
by no means lacking in commitment or ability, and despite the 

undoubted high-quality of some Irish films, their commercial 

exploitation has not been successful enough to attract further 

investment. A vicious circle exists whereby a successful 
film-maker might attract finance, but is prevented from becoming 
successful by lack of finance. It might be possible to break this 

circle were Irish film-makers able to distribute their films more 
successfully in Ireland but, in the context of the extremely 
competitive distribution network in Ireland and the dominant 

position of the major British and American representatives, this 

seems alas to be a comparatively remote possibility. Similarly, 

the severity of the present crisis might have been avoided and 

the film-makers plight improved had past Governments taken a 

more enlightened and consistent attitude to the development of 

the industry from the point of view both of its cultural and 
industrial importance. 

The present situation is beat appreciated by describing the 

institutions or concerna that currently make up the industry in 

Ireland. 

The National Film Studios of Ireland 

The National Film Studios of Ireland is the largest facility 

available for film-making in Ireland. The studio has three 

sound-stages and employs about 55 technical staff, mostly 

set-builders and electricians. It is situated not far from Dublin 

on about 25 acres of land. The equipment and technical facilities 

of the studios are modest, primarily because of the impossibility 

of obtaining adequate capital investment over the years-. 
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for their survival, if a considerable amount of money is not 

invested in them "by some source such as the EEC. This potential 

channeling of the very limited funds currently available for film 

to non-Irish production has caused considerable disquiet among 

independent film-makers. 

Independent Film-makiOK 

Independent film-makers in Ireland exist in a very different 

and even more precarious world to that of the National Film 

Studios, Their work, typically, is on 16 mm, is grossly under- 
funded and very poorly distributed. Sources of funding are 
limited, there being no incentives for private sponsorship and 

there is, consequently, excessive dependence on the Arts Council 

end R.T.E, The National Film Studios occasionally provide 

equipment to independent productions. 

Despite these constraints, there appears to be a modest 

increase in the numbers of film-makers and of films in Ireland. 
Six films by Irish directors will, anpar'ently, be premiered at the 

Cork International Film Festival in September 1981, All of these 
are on 16 mm, and they vary in length from 30 minutes to one hour 

and twenty minutes. An increasing number of these film-makers are 

attempting to commit themselves exclusively to film-making, 
turning their backs on the sponsored documentaries and advertising 
which are the main source of income for their colleagues, and they 

are hoping to get opportunities to make the 35 mm films to which 

most of them aspire. 

The shortage of available opportunities has brought the 

differences between the National Film Studios' view of the future 

of film in Ireland end that of the independent film-makers into 

sharp contrast. Is film primarily an industry, to be dealt with 

by the Minister for Industry and Commerce, on   grounds such as 

those of employment and profitability ? Or is it en art form in 

need - like other art forma - of subsidisation by the modern-day 
patron of the Arts, the State, with the only return on capital 

being an intangible, though valuable, cultural one ? Like all 

such arguments, one stands in danger of ending up with the worst 

of both sides which, in this case, would see the State pouring 

money into something which was neither successful as an industry 

nor commercially beneficial. Many who would criticise earlier 

Irish Government involvement in the world of films would see this 
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as an accurate description of the present situation. Furthermore, 

the previous administration's solution - the establishment of a 

Film Board - is also open to the worrying possibility that very 
little will be changed. 

The Film Board 

The most major of previous Gove;rvQmeJtfbs ♦ initiatives in the film 
industry is that promised by the Film Board Act of 1980. The Act 

proposes to establish a Film Board Which will have a fund of 

£4.1m, made available by the Government over the next four years 

for the encouragement of film-making in Ireland. The Act,  which 

has however not yet been implemented, was the Government's 

response to the recommendations made in the report of the Film 
Industry which was anpointed by the Minister for Industry and 
Commerce under the chairmanship of John Huston in July 1967. 

That report proposed a Board which would have x very wide 

responsibilities. The Board would not itself undertake 
productions, its role being rather "the creation of condiktons 
in which other interests will be likely to do this, and the 

stimulation of these interests to undertake the task." The Board 

was foreseen as sponsoring short films and making available loans 
for the funding of feature films, advising on distribution, 

providing ooportunities and financial assistance for training, 

making recommendations to Government on the progress of the film 

industry as it sees fit, advising on the revision of tax laws so 

as to benefit production, and in establishing a National Film 

Archive, A  bill based on this report was, as mentioned above, 

introduced in 1^70, but never debated. Many of the ideas contained 
in the report and in the 1970 bill are not included in the present 

Film Board Act of 1980. 

The new bill was introduced in 1979» largely as a result of 

lobbying by the National Film Studios of Ireland, and its 

contents are based on a report commissioned from Arthur D. Little 
by the Minister for Industry and Commerce of the time, Mr. Desmond 
0'Malley. The 1980 Act proposed the establishment of a Board, 

consisting of seven members to be appointed by the Minister. The 

intention is that the Board should disburse money in such a way as 

to.ensure a return on investment with which tb continue xts 

activities, once the initial £4.1m has been paid out. That this 
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Among the alterations was the inclusion, in the definition of the 

Arts, of film. Since then, the Arts Council has been involved in 

modest levels of grant-aid to filmx production, primarily through 
its Film Script Award. This award has been made exclusively to 

film-makers resident in Ireland, and has been intended primarily 

to enable these film-makers to make fiction films. Although the 

money involved has been of extremely modest proportions, the results 
- in cultural terms - have been^ considerable. A number of film- 

makers have been enabled to undertake projects which they could 

not otherwise have attempted, and have progressed subsequently to 

similar or larger undertakings. There is now a body of films of 

reasonable quality made by Irish film-makers which deal with 

Irish themes, and which are also capable of standing up to 

critical judgment on an international level. 

The Arts Council's role in film production is, however, under 
review in the context of the introduction of the Film Board. The 

Council has supported criticisms of the Fijm Board, and is anxious 

not to be left in the position of having to take responsibility 

for indigenous film-making should the Board choose to concentrate . 
on foreign productions aV V^*. St»)<^*-OS. 

Film Distribution 

The structure and control of film distribution innlreland differs 

from that in other European countries only in the reliance of the 

Irish industry on its British counterpart. The Irish subsidiaries 

of major distributors (CIC, Columbia, Warner etc.) come together 

to form an Irish Advisory Committee of the London-based Society of 

Film Distributions» A number of other Irish companies (Abbey 

Films, Impact Films etc.) are members of the Independent Film 

Renters Association, end there are also associations of cinema 
owners. Among these, the Green Group (which includes Abbey Films) 

owns or books for nearly half of all the cinemas in Ireland. 

Films released in Ireland are seen first in Dublin, then in other 

major urban centres such as Cork, Limerick and Gelway, and lastly 

in the smaller towns and villages. 

Films which are produced in Ireland are poorly distributed. 

Almost entirely on 16 mm, most independent film is unsuitable for 

theatrical distribution, and aspirations to transfer 16 mm to 

55 nun are common to most film-makers. 
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Where it exists, distribution of this 16 mm film is 

principally through Irish television,-       R.T.E. takes most 

independent products for at least one screening. The winners of 
the Arts Council's Film Script Award get two screenings, for which 

R.T.E, puts up half the amount of the award. In some instances, 

particularly where the film    involved has received R.T.E. money 

or other assistance, R.T.E. wil^^jpe^gotiate with the film-makers to 

have the film distributed through the London-based firm which 

distributes R.T.E.'s own product. 

Film-makers have also, on eccasions, negotiated direct deals 
for screenings on other television stations, particularly 
European, but also American and Australian. Contacts for these 

sales are often made at festivals, and then furthered when other 

product is available. The more successful film-makers have 

standing arrangements with distributors, but few - no matter how 
successful - can claim to have even recovered the initial cost 
of production for their films. 

There are some more modest distribution-circuits in Ireland 
which are occasionally made use of, such as showings at the Irish 
Film Theatre (see below) or to film societies, through the 

Federation of Irish Film Societies, or lodging the film with the 

National Film Institute, which distributes films on 16 mm to 

schools and other bodies as one of its services. 

The arrival of the fourth television channel in Great Britain 

is seen by some film-makers as an exciting new market, but - no 
matter how anxious the station may be to buy product - it is 
scarcely likely to have any dramatic effect. 

Television cable systems are installed throughout Dublin as a 

means for Dublin viewers to get better reception of English-based 

BBC and ITV programmee, and they are likely to be installed 
in Limerick and Cork in the near future. The eventual advent of 
pay television seems not Tinlikely, Again, some film-makers see this 

as a potential market, but it has also been argued that its 
potential damaging effects may far outweigh its possible 

advantages, 

R.T.E., which has funded itself for years on the proportion of 

bome-t)roduced material which it transmits, has recently begun to 

pay a great deal more attention to the possibility of selling this 

product outside Ireland, and also to the whole question of 

=o-produotlon „ith „ther Btetlons. 
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Films made by the National Film Studios have largely been 

foreign productions with their own distribution arrangements. 

The most successful film made so far in the Studios has been 

"Excalibur", meiitioned above, but other productions are not 

generally of the same status or quality. 

Finally, two other elements, of .film distribution in Ireland 
may be mentioned. The first of these is the "Art House circuits". 

The Federation of Irish Film Societies shows 16 mm films in 

non-theatrical venues. It has 4? affiliated societies throughout 

the country, and shows a much wider range of product than that 
seen in commercial houses. The second is the Irish Film Theatre, 
It is a membership-only cinema with two screens (one in Dublin 

and one in Limerick) which, like the Federation of Irish Film 
Societies, shows uncensored films of wider origin than the USA- 
and UK-dominated product of the commercial cinemas. 


