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ABSTRACT

This thesis examines the roles of visual imagery in relation to Northern
Ireland's present troubles. It surveys fine art and popular imagery
employed in Northern Ireland with relevant material from England and the
Irish Republic.

The theoretical approach is established in Chapter 1. Three main
defects in existing presentations and analyses of troubles imagery are
outlined: the separation of such imagery into unrelated categories of
fine arts, popular culture and mass media; their treatment as disembodied
art-works, related only to art-world traditions, or as mere reflections of
social, economic and political forces; and their location within immediate
contexts, with no sense of their historical evolution. It is therefore
proposed to treat the different troubles images as interrelated parts of
visual languages, which are themselves in dialogue; to see such images and
languages as factors interrelating with economic, social and political
forces; and to locate them adequately within evolving traditions. This
approach is related to similar recent work by art-historians, sociologists
and anthropologists, and then tested in six paired chapters, handling
chief types of troubles imagery.

The first two chapters discuss William III and Mother Ireland
emblems. They analyse roles of identity figures, genesis and function of
visual mythology, and interrelationships of fine art and popular imagery.
The next pair examine Orange and Green imagery. They discuss function of
rituals and symbolism, development and roles of visual styles and general
problems and possibilities of analysing popular imagery. The third pair

analyse fine art and political propaganda. They examine evolution and



roles of visual conventions and their relation to political, social and
economic forces via art-world structures. A brief conclusion summarises

problems and advantages of the approach adopted.
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CHAPTER 1: INTRODUCTION

Those with a quick eye for nuances of meaning will have noticed something
slightly odd about the title of this thesis. The subject proposed for
analysis in it is not visual imagery of the troubles in Northern Ireland,
but visual imagery and the troubles in Northern Ireland. For it is
precisely the two-way interrelationships implied by the conjunction "and",
rather than the one-way derivation signalled by the preposition "of",

that form the subject of this work.

Immediately that field of analysis is defined, a very basic question
is raised, namely, how can one discuss the relationships between visual
images and political developments in such a way as to increase understanding
of both those images and those developments? This is more than an academic
question, for not only has the Northern Ireland conflict been of crucial
significance to the people of Britain and Ireland, but the visual images
relating to it have been and continue to be powerful factors in both its
enactment and its consideration.

Various answers to this question are implicit in existing
presentations and discussions of the visual imagery related to the present

. 1 . . ,
troubles 1in Ulster. It is my contentlon that those answers are 1n

1. Historically Ulster is the nine-county Irish province including not
only the six counties of Antrim, Armagh, Derry, Down, Fermanagh and
Tyrone now incorporated in the state of Northern Ireland, but also
Cavan, Monaghan and Donegal. However from the late nineteenth
century onwards the name has tended to be appropriated by Northern
Protestants of a Unionist persuasion to designate that area of Ireland
which they wish to remain under British rule. 1Initially this was the
nine counties, but it gradually became apparent in the early years of
this century that it would only be feasible to retain the six counties
eventually constituted as the state of Northern Ireland in 1921. Irish
men and women of a republican persuasion generally avoid the use of the
term Northern Ireland, which runs contrary to their aspiration to an
Irish republic incorporating the six northern counties. In this thesis,
for discussions of the period before 1921 "Ulster" and "the North of
Ireland" will be taken to mean the old nine-county province, while for
the period after that date "Ulster" and "Northern Ireland" will refer
to the six counties retained under British rule.



certain respects seriously deficient. In this introduction I shall
therefore offer a critique of these approaches, before outlining the kind
of analysis I intend to employ, and my reasons for selecting it.

As this thesis will reveal, a vast amount of visual images relating
to the Northern Ireland troubles have been produced during the past
thirteen years. Moreover these images fall into a very wide range of
categories. Press photographs, cartoons, advertisements, posters,
Christmas cards, banners, badges, wallpaintings, craftwork, processional
regalia, paintings, drawings and sculptures have all taken up themes
related to the Ulster conflict. Yet the analyses of these images are few
in number and highly selective in their approach.

These analyses have been offered in two main forms, publications
and permanent or temporary displays in museums and art galleries. In both
there has been a marked tendency to separate the images related to the
Northern Ireland troubles into illustrations of history, works of art and
media imagery, each category being treated in a different fashion. This
division in treatment can best be illustrated by considering first three
publications in which troubles imagery is reproduced, and then a number of
the relevant museum and art gallery displays.

Since the beginning of the present troubles in Northern Ireland in
1968 English and Irish publishers have produced a number of illustrated
books attempting to set the conflict in a historical perspective. Some of
these have been designed to be used as school text-books; others have been
aimed at the general public. 1In the latter category a recent example is

Robert Kee's Ireland, A History,1 produced to accompany his television

1. Weidenfeld & Nicolson, 1980. Unless otherwise stated all publications
cited are issued in London.



series of the same title, first broadcast on BBC 2 and RTE between
December 1980 and February 1981. 1In this book visual images related to
the troubles are used as illustrations of history. This emphasis is
conveyed by the way they are selected, the style in which they are
reproduced, and the kind of written information which accompanies them.
Take for example the two colour pictures of Orange processions
reproduced opposite page 64 of Kee's book (ill 1). The juxta-
position of painting and photograph on this page places them on a level
as sources of information, although the painting is accorded a small
measure of superiority by virtue of its position at the top of the page,
its size and the fact that it is not cropped, which the photograph
obviously is. This interpretation of the two images is reinforced by the
captions accompanying them. The reader is directed by these to see the
pictures as interesting evidence of the Ulster Orangemen's continuing
celebrations of William III's victory at the Battle of the Boyne in 1690,
(illustrated on the following page), and to a question about an item of
regalia used in those celebrations. The painting is given slight
precedence by the naming of the artist responsible for it; anyone interested
in the name of the photographer who took the picture of contemporary
Orangemen will have to search in the acknowledgements at the back of the
book. The reader is not however encouraged to reconstruct Lavery's work
as a painting. Neither its size, nor its medium are given, and its
location can again only be traced through the acknowledgements. The
presentation of these pictures as illustrations of historical information
is further emphasised by their relationship to Chapter 3 of Kee's book,
in which he explains the Orangemen's celebrations as an assertion of their
resistance to and victory over the encircling Irish Catholics at the

period of plantation, during the bitter political and religious conflicts



apon 2 Celebrating an ancienr victory, Orange
parade, 12 July 1926 (painting by Sir John
Lavery, wha also designed the Irish Free State
hanhnotes.

wian: Contemporary Orange Day eclebrations.,
Bat why in bowler hats?

1. Colour illustrations oppusite p. 64 of Robert Kee,
Ircland, A History, Weidenfeld & Nicolson, 1981/
actual size.
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Black and white illustration on

p.143 of Mike Catto,
Art in Ulster: 2, Blackstaff Press, Belfast, 1977/
actual size,




73 ROWEL FRIERS

Miss Free Derry

13 November 1971; Belfast
Telegraph caroon

3.

The example here (no 73), is typical of his style
of draughtsmanship. His gallery of working
urban or rural ‘types’ is generally a pithy form of
human observation. Friers' political cartooning
has a sense of fair play: it provokes a tur or a
chuckle (in itself no bad thing) rather than
giving the cruel flash of insight that one gets
from commentators as diverse as Daumier, Scarfe
or Heartfield. There have been some exceptions,
notably the example illustrated, which is deser-
vedly one of the most famous of the ‘troubles’
cartoons. Rowel Friers' art, however, is not
specific to the troubles; for him this past decade

Black and white illustratio

Art in Ulster:
actual size.

n on p.129 of Mike
2, Blackstaff Press, Bel

probably represents yet another daft episode in
the history of a fascinating but daft community.

Another Ulster artist who has specialised in car-
tooning with a political slant is Kenneth Mahood
whose work appears regularly in The Times and
Punch. Mahood was one of the young painters of
promise in the mid 1950s but his subsequent
move to London saw the spiky line of his pain-
tings devclop into an almost baroque graphic
style which delights in curls and swirls. Although
he has produced a fair number of scathing visual
comments on the Irish situation, he has no great

Catto,
gast, 1977/



in the 1640s, in the Williamite campaign of 1689-90, and at the

time of the fight against Home Rule in the early years of this century

(hence, says Kee, the retention of the bowler hats worn during that era).
In the notably few art publications discussing visual images

related to the present conflict in Northern Ireland a radically different

approach is taken. The most coherent of these publications is Mike Catto's

chapter titled "Notes from a Small War/Art and the Troubles", in his

Art in Ulster: 2.1 What Catto offers is a selection of images in which

artists and a handful of cartoonists, photographers and graphic designers
have reacted to or handled the troubles. These images are all accorded
individual importance by their separate reproduction, but a hierarchy in

their status is implied by the caption information supplied with them.

In the case of fine art works, like Denis McBride's Northern Incident
(Peaceful) (i1l 2), the reader is given the artist's name and the
title of the work, together with its date, medium, size and location.

This information urges the insertion of the work into the artist's total
output, and the reconstruction of its original appearance. The same kind

of artwork information is provided for the Don't Fraternise poster (ill

182). Indeed by categorising it as the work of "Anonymous" rather
than of a member of the political group which produced it,2 it is removed
from a political into an artistic context. For Rowel Friers' Miss Free
Derry cartoon (i11 3), however, no medium or dimensions are given,
the implication being that not being a work of art such information is
not appropriate. Yet the lack of dimensions deprives the reader of a

particularly important piece of evidence about the cartoon, for much of

1, Blackstaff Press, Belfast, 1977. TFor a more general discussion of
the treatment of troubles imagery in such art publications see
below, p. 671-675.

2. See below, p. 566.



its impact at the time it was issued in the Belfast Telegraph derived
from the scale of its reproduction.1 The implied scale of
values in these captions is further endorsed in Catto's text in which a
constant opposition is proposed between the independent view of the
troubles presented by the fine artist who is seen as being above
political divisions and '"the futility of violence" and the mindless
sectarian propaganda of makers of political imagery, from which category

poster escapes by virtue of his or her involvement in a form of
the maker of the Don't Fraternise/poster—work popular amongst art-students

and sanctioned by art-fashion in the late 1960s.

Mass-media photographs of the Northern Ireland troubles have been
analysed in a number of publications, notably various issues of
Camerawork, a photography magazine produced by a leftwing collective in
London. Issue no 14 of the magazine, which appeared in August 1979, was

entirely devoted to the subject of Reporting on Northern Ireland. The

overall message about press—photographs of the Northern Ireland conflict
conveyed by this publication is that the production of such photographs
for the mass media is subject to strong political and technical pressures,
to which certain committed leftwing photographers respond by seeking more
independent ways of issuing their pictures so that their aesthetic and
political content can be given unhindered expression. Except in the

first three pages of the magazine, which carry an illustrated '"Short
History of Ireland" based on a slide show compiled by the Troops Out

Movement, the photographs in the magazine are beautifully reproduced,

1. The cartoon is 64" x 8}" (16:5 x 21-5 cms). It is reproduced on a
newspaper page measuring 25" x 16" (63-5 x 40-5 cms).



generally on a very large scale; they are grouped in photo-essays and
articles on particular political aspects of the Ulster conflict, such as
"Catholic West Belfast', or '"Camera on Patrol" (an article on the use of
cameras by the British Army in Northern Ireland); they are captioned in
such a way as to emphasise their political content; and they are credited
with the name of the photographer responsible (ill 4). The same
implied antithesis between the independent photographer observing
developments in Ulster with political and aesthetic correctness, and the
manipulation of photographic images by the mass media and the British
Army, can be found in the articles in this issue, in which analyses of
press distortion and army surveillance are counter-balanced by a series
of interviews with a number of photographers who have worked in the
province since 1968.

To sum up then: two different relationships between visual images
and political conflict are generally proposed by the few published
analyses of the visual material linked to the Northern Ireland troubles.
On the one hand the history books, by concentrating on the content of
visual images, imply that they are reflections or illustrations of political
developments, and as such have an equivalent value, whether they be
paintings, photographs, prints or wallpaintings. And on the other hand
the art-books, and to a large extent the publications dealing with media-
photographs, by concentrating on the authorship of images, emphasise
their role as creations of finely-tuned aesthetic individuals, who are
essentially independent of political constraints, and whose output is
graded according to a hierarchy of artistic categories, and an estimation

of value based largely on the degree of independent integrity involved.

1. Clearly there is some overlap between these two approaches. Even in
history books fine art works are often given the kind of precedence
over other images to be found in the Kee illustration, and an
aspiration to reflection of political realities is contained in the
photographs reproduced in Camerawork.
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Happy and loyal: the Protestant middle classes are least affected by the troubles.

4. Black and white photograph reproduced on p.10 of
Camerawork, no 14, "Reporting on Northern Ireland",
Half Moon Photography Workshop, August 1979/actual

size.

Neil Goldstein



Neither approach exhibits much interest in the function of these images
or situates them in their original context. Neither approach develops
an analysis of the political messages coded in their style as opposed to
their content. In fact neither approach is concerned with them as
evidence in themselves. The relationship between image and conflict is
collapsed by focussing too exclusively on image or conflict.

Similar limited and divided approaches can be found in the museum
and art gallery displays of visual imagery related to the Northern Ireland
troubles. In the Ulster Museum in Belfast various kinds of visual images
ranging from a painting of William III to a penal cross and transfer-
printed volunteer jugs illustrate the province's political traditions in
the Local History galleries, opened in 1978, and at the end of these
galleries a wall-panel of photographs surveying various aspects of Ulster's
past and present concludes with a small selection of carefully balanced,
tasteful press pictures of the present conflict. Several floors above
the few works of art referring to the troubles which the museum owns are
displayed in the art galleries reserved to the Irish school or to
international modern art.

Future displays of such material in permanent collections are likely
to remain as limited and divided, whether in Northern Ireland, the
Republic of Ireland, or Britain. Only one institution has made any
organised attempt to collect visual imagery relating to Northern Ireland's
present troubles. This is the Linen Hall Library, a subscription library
in Belfast, which has put together an extensive collection of the posters,
newsheets, and similar ephemera which have appeared in Northern Ireland

over the past thirteen years. Discussions between public institutions

1. There have been a few exceptions to these two main forms of approach to
visual imagery relating to the Northern Ireland troubles. Thus Frank
Webster's "Every Picture tells a lie", (Camerawork no 5, Feb 1977,
p. 4) locates the photographs of Maire Drumm's funeral carried by the
Fleet Street popular papers firmly within the context of the conven-
tions governing their production. But this kind of approach has beep
exceedingly rare.



such as the Ulster Museum and the Public Record Office of Northern
Ireland about allocation of responsibility for activities such as
collecting troubles photos or recording wallpaintings and street parades
reached no firm conclusions. No clear programme of action in preserving
the visual imagery of the troubles has been pursued by any of these public
bodies. Such material as they own has generally been acquired through
the individual initiative of a member of staff or a donor. The same is
true of outside bodies such as the Imperial War Museum in London and the
National Library and National Museum in Dublin. Moreover the private
collections on which public institutions normally rely for later
acquisitions of this kind of material have been constantly depleted
throughout the past thirteen years by bombs, confiscation by the security
forces, increased mobility and deliberate wastage. (Not only have
Belfast's main newspapers repeatedly lost their photographic files as the
result of bombs; they have also maintained a policy of destroying these
files after a set number of years).

Temporary exhibitions, normally regarded as a more flexible and
experimental way of handling visual imagery than permanent museum and
art gallery displays, have in fact generally offered the viewer the same
kind of limited and divided presentation of troubles imagery. There
have been a handful of one-man shows of personal aesthetic visions of the
troubles by fine artists from Ulster, the Republic of Ireland and Britain.
In May 1975 some of the political imagery produced by loyalist and
republican groups, such as wallpaintings, posters and internee crafts

were documented in a series of colour—-photographs incorporated in an

1. The News Letter normally destroys its photographic files once they
are 10 years old, the Belfast Telegraph when they are 2 years old.
The Irish News has not in this period employed staff photographers

and therefore maintains no photo-files of its own.




exhibition surveying political attitudes in the province. This show,

titled A shade of green, an orange edge, was prepared for the Arts Councils

of Northern Ireland and the Republic by the English artist Conrad
Atkinson, and after display in Belfast, toured a number of venues in
England. And in February and March of 1980 a photographic exhibition
based on Camerawork no 14 and characterised by much the same approach was

shown as part of the Sense of Ireland festival at the Cockpit theatre and

then at Action Space, both in London.

Only a handful of temporary displays have attempted to present
visual images relating to the troubles in a fashion avoiding the division
into object and subject, illustration and art. During the early years of
the conflict fine art and popular images were shown alongside each other
in a number of exhibitions associated with festivals organised by those
advocating a republican solution to the Northern Ireland question, notably
the People's Festivals in Armagh and Dublin, and the Connolly Week in
Armagh. And occasionally younger members of the art community in Northern
Ireland joined forces to promote similar displays without committing
themselves to a specific political viewpoint. The first such venture took
place in November 1972, when the Troubled Image Group promoted as part of
the student fringe of the Queen's University Festival, artists'
performances and an exhibition of children's paintings, both related to
the Northern Ireland conflict. A similar, slightly more ambitious project

was the Almost Free Art Show mounted at the Arts Council of Northern

Ireland gallery in Belfast in the spring of 1978. This was organised by
a group of people from Northern Ireland who had been funded by the Arts
Council to visit the documenta exhibition at Kassel in West Germany the
previous summer. It was an open-access exhibition in which submissions

ranged from loyalist and republican internee craft products to performance
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art, and from videos to oilpaintings by both amateur and professional
artists, which formed a self-presentation and critique of culture in
contemporary Ulster. And at the Richard Demarco gallery during the 1980
Edinburgh festival a small selection of photographic layouts titled
Cross-Eyed analysed some of the relationships between visual imagery and
the Northern Ireland troubles pursued in this thesis.1

Clearly the bulk of the permanent and temporary displays of visual
imagery relating to the Northern Ireland conflict propose, like the
publications, that such images are either reflections of political
developments or creations of artistic individuals independent of political
constraints, whose output is graded and separated according to a hierarchy
of existing categories and a valuation system based largely on the degree
of independent integrity involved.

It is possible to argue that at least the second assessment of the
relationship between visual imagery and politics has some foundation in
existential reality. From the end of the eighteenth century onwards the
makers of visual imagery were increasingly divided into separate and
graded categories, headed by the fine artist who was expected to stand
somewhat aloof from society so as to be able to present it with the
independent creations of his individual genius. The artist/craftsman
working to a patron's commission in a range of images from murals and
easel paintings to designs for jewellery, stage scenery or propaganda
prints, was gradually replaced by the fine artist, committing his
individual visions to a more limited range of paintings, drawings and

sculpture, while other forms of imagery were produced by a growing army

1. Here I must declare an interest. I was one of the group organising
The Almost Free Art Show and I put together Cross-Eyed with some
help from friends.
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of specialist craftsmen, such as medallists, print-makers and stage-
designers. This was part of a more general split between high and low
culture during this period, which was deepened by the far greater rate
of change in high culture, its increasing reservation to institutions
such as universities and art-dealers to which the general populace had
very little access,1 and its absorption of the romantic conception of
the artist as a heroic rebel against social conventions.

It is also true that the development of the mass-media during
this period, and most particularly after 1900, did effect a further major
division in categories of visual imagery. It is as well to remember that
mass-production on a limited scale was already being used for objects
such as coins, medals and wood—engravings.2 But the changes in scale
and speed of output which now took place were enormous. Contrast for
example the implications of a newspaper photograph to those of an Orange
or Hibernian banner. The former is produced in enormous numbers,
available to all, largely uncontrollable by the individual, designed to
be thrown away, demands a speedy response and may well refer to far
distant events. The latter is a single image available to a select group,
geared to their taste and chosen by at least one of their number, designed
to be kept, demands repeated reflections and refers to local allegiances.
It is clear that with the development of the mass-media a totally new
kind of imagery did come into existence.

However the existential separation of visual imagery from politics
and society, and its organisation into a hierarchy of categories, has been

less clear—cut than is often assumed. In the first place categories of

1. See Peter Burke, Popular Culture in Early Modern Europe, Temple Smith
1978, and Victor E. Neuburg, Popular Literature, A History and Guide,
Penguin, 1977.

2. See William M.Ivins, Prints and visual communication, MIT Press,
Cambridge, Mass/London, 1969.




imagery have varied from time to time and from area to area. As will
already be apparent from the discussions of analyses of photographs of
the Northern Ireland troubles, there is currently an attempt to elevate
photography to fine art status. This is nothing new. Aaron Scharf,

whose Art and Photography1 minutely chronicles the relations between

painting and photography since the earliest development of the latter
medium, makes the point that photographers have constantly striven to
raise their trade to the level of an art in the eyes of the public. It
is in the last ten years however that they appear to have come closest
to achieving that aim.

"Several galleries now devote themselves entirely to showing
photographs. Official bodies make urgent appeals for the retention in
this country of important early works. Sotheby's auction prints by
living photographers for three-figure amounts. Anticipating more rapid
appreciation some collectors have foresaken paintings for photographs.
In the academic world, photography — a working tool in many departments
for over a century - now rates a department of its own, having become an
acceptable subject for degree awards; and the Arts Council is also giving
it official recognition.“2

Illustration is another medium which can be found sometimes in one
art category, sometimes in another. While in England there has been and
still is a tendency to look down on illustrators, in France and America
they have frequently been accepted as fine artists.

And in the second place, if one looks at the total function of

visual images in everyday life, rather than at the particular question of

1. Allen Lane, 1968.
2. Tom Hopkinson, "Artist or Reporters', The Sunday Times, 21 Sept 1975,
p. 39.
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their initial production, the existential basis for a view of them as
separate from society and politics and isolated into different categories
crumbles very rapidly. Consider for example the various and interrelated
roles of visual imagery in the life of a man who lives in Derry, paints
Orange banners and Catholic statues, has a photograph of the Queen and
his own paintings of Irish landscapes on the sitting-room wall, and
reproductions of Dutch oil paintings and medals of William III in his
studio, makes a ritual effigy every year, attends a Church of Ireland
cathedral, walks in Apprentice Boys processions, is photographed by the

British Army and various Irish newspapers, has a house-painter's training,

and reads the News Letter, the Londonderry Sentinel and the Orange
Standard. For such a man visual images are very much part of his
involvement in society and politics, and divisions between fine art and
popular imagery are virtually meaningless.

If the existential basis for the commonly-~held views of the
relationship between visual imagery and political developments is
debatable rather than fixed, why are those views so persistent? To a
certain extent one must recognise that they are rooted in both overall
and specific practical considerations. Analysis of a wide range of
imagery, produced by image-makers who assume themselves to be in very
separate categories, displayed and stored in museums and archives which
reflect those separations at the point of production, and similarly
discussed and analysed by different groups of commentators, requires
considerable time, energy and money. Indeed for this thesis it became
necessary to abandon a proposed chapter on press—images relating to the
Northern Ireland conflict for these very reasons.

Moreover one can argue that the modes of presentation and analysis

of visual images relating to the Northern Ireland conflict have also been
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considerably affected by the more immediate practical circumstances
surrounding their production, notably the intention with which they were
made, and way in which they were constructed. This may become clearer if
we look at some of the specific examples already cited.

The intention of Robert Kee's book, as of his television series, was
to present to a wide public in England and Ireland,1 an account of Irish
history which would facilitate a solution to the present conflict in
Northern Ireland.2 Like the majority of such popular illustrated history
books, it used visual images as a means of attracting readers, and thereby
increasing sales, and as teaching aids, stimulating an interest in the
written text. These images were selected not by the author but by a picture
researcher. Most picture-researchers are underpaid, work to tight deadlines,
under pressure to find cheap, easily obtainable images, and move speedily
from one project to another - today the First World War, tomorrow Northern
Ireland. Often these conditions of work result in their producing images
which are only loosely appropriate to the text, and lack even the most
basic information about their relationship with the historical point they
supposedly illustrate.3 Even educational publications use picture

.. . 4 Lo .
researchers for their illustratioms, and it is only very occasiomnally,

1. The television series was available through the BBC in mainland Britain
and Northern Ireland, and through simultaneous RTE transmission in the
Republic of Ireland. The book was widely distributed in Britain,
Northern Ireland and the Republic.

2. The last sentences of Kee's book, which are also incorporated in the
publisher' blurb inside the front dust-jacket, are "History is indeed
a difficult prison to escape from and the history of Ireland is as
difficult as any. It is not the business of a historian - even of a
television historian - to propose how escape should be effected. Yet
change is the business of history and the historian has a vested
interest in seeing change come about. Having traced the foundations
on which the prison of Irish history was built, he can only wait and
hope to see British and Irish alike one day walk away."

3. Thus in the Kee book no indication is given that the scene of the Flight
of the Earls reproduced on pp 38-9 is a recent oilpainting produced in
the Republic of Ireland by the artist Thomas Ryan.

4. A case in point is the Schools Council publication on Northern Ireland
titled The Irish Question, produced by Holmes McDougall in Edinburgh
in 1977.
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when a historian selects and analyses his own illustrations,1 or a
particularly talented picture researcher is involved in the writing and
making of a history book,2 that its illustrations are used and analysed

as historical documents presenting their own particular kind of evidence.
Clearly the tendency of historians to present visual images as illustra-
tions or reflections of political developments is closely linked to current
practices involved in making and selling history books.

Mike Catto's Art in Ulster: 2 is an example of a very different kind

of publication, aimed at a specific, limited audience. It was written
principally for the Northern Ireland market, and chiefly for use in teaching
the province's new alternative syllabus Art GCE exams, introduced in 1975,
for which study of Northern Ireland art history is required. 1In dealing
with the visual imagery related to the Northern Ireland troubles Catto was
therefore limited to a brief, straightforward, factual account of who did
what within the limits established by the concept of "art history" as a
school subject, his awareness of the need to be careful in handling
political issues given the need to consider both his audience and his
subjects (who might conceivably suffer attack for too close identification
with a particular political standpoint), and the pressures involved in
putting together such a book while simultaneously pursuing a busy career
as a college lecturer and frequent broadcaster on local radio and
television. These practical considerations appear to be strongly linked
to Catto's emphasis on the role of the independent artist in his analysis

of visual imagery relating to the troubles.

1. As in the folder of facsimiles on Robert Emmet: the insurrection of
July 1803, issued by the Public Record Office of Northern Ireland
(hereafter PRONI), in 1976, which incorporates a detailed analysis
of images of Emmet.

2. As in Richard Broad et al, The Troubles, Thames/Macdonald Futura, 1980.
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Somewhat similar considerations have affected the limited and
divided displays of such material in the Ulster Museum. Museums are
habitually cautious about putting on show imagery which relates in any way
to contemporary political issues. Their administrators are very conscious
of their practical responsibilities towards the safety of both the public
entering their premises, and the objects on display in their showcases.
Anything which might provoke the half-brick or the firebomb is therefore
to be strenuously avoided. Such administrators are also sadly aware of the
way in which any display which could be regarded as political will be
regarded as such, and will normally be interpreted as favouring one '"side"
or another. This is a situation normally regarded as highly embarassing by
an institution in receipt of public funds, particularly if, as in the case
of the Ulster Museum, it is responsible to a governing body largely composed
of local and central government representatives, and the political issues
in question are close to home. These factors largely affect the limited,
tentative nature of the museum's displays of visual imagery relating to the
troubles.

However the categorisation and separation of those displays is linked
to a somewhat different practical limitation, that imposed by the usual
internal organisation of a museum into departments which acquire, document
and display their own separate collections. Thus in the Ulster Museum
visual images relating to the present troubles and to the traditioms
connected with them, are handled by either the Art Department or the Local
History Department. Paintings, sculptures, drawings, quality prints,
glass and china are the province of various specialists in the Art
Department, while Local History handle popular prints, flags, banners,
badges, coins, medals and photographs. There is collaboration in mounting

displays -~ thus the Cobbe cup (ill 15) which forms part of the Art
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Department's collections is currently in a case of Williamite objects in

the Local History galleries - but the separation of categories and

treatment of troubles imagery previously described is closely related to

the departmental organisation of the museum. And that organisation in

turn is linked to the way museum staff are trained, normally taking a degree
in a relevant discipline and an additional Museums Diploma, primarily
intended to certify a level of competence in current administrative practices
in such fields as preparation of estimates, security and conservation.

For the practical factors affecting the ways in which the relationship
between visual imagery and the troubles is handled in Robert Kee's book,
Mike Catto's book and the Ulster Museum displays are all linked to the kind
of formal and informal training in handling such material received by those
involved. In the majority of cases they have a university degree and
subsequent employment in either history (Kee,1 and the staff of the Local
History Department in the Ulster Museum,) or art history (Catto,2 and the
staff of the Art Department in the Ulster Museum). The teaching and
practice of these two academic disciplines in Britain and Ireland predispose
those trained in them to the two very different attitudes towards the

relationship between visual imagery and political developments which I have

1. Kee also has a background in pictorial journalism, including a spell
with Picture Post, and television, in which training normally consists
of instruction by one's colleagues into the selection and captioning
of images in such a way as to catch the eye of the reader or viewer.
(For a formalised presentation of current attitudes underlying photo-
journalism see Harold Evans, Pictures on a Page, Heinemann, 1978.

On the specific mode of photo-journalism employed in Picture Post see
Tom Hopkinson (ed), Picture Post 1938-50, Penguin, 1970 and Stuart

Hall, "The Social Eye of Picture Post", Working Papers in Cultural
Studies no 2, Birmingham, 1972, pp /1=T20). This background may

have contributed to the strongly journalistic handling of visual
imagery apparent not only in Kee's television series but also in his
book.

2. Mike Catto's original degree was in History of Fine Art and Modern
History, but his subsequent career has been entirely in the artworld
occupations of arts - administration, art-criticism and teaching
history of art to students in the Belfast College of Art.
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just outlined. On the one hand British and Irish historians are not
trained to analyse visual imagery as historical evidence, and rarely see
their elders or their peers doing so. And on the other hand the majority
of art-historians in Britain and Ireland have until very recently been
trained to document, evaluate and categorise art-works in a manner associated
with their status as collectable objects, and have often found employment
in artworld jobs involved with collecting (museums and art-dealers), and
its promotion (art-criticism and art-administration). This slant to their
training and professional careers naturally orients them towards emphasis
on visual images which are unique, set apart from political and social
developments and preferably the creations of individual geniuses. For
collecting by its very nature removes visual images from their social and
political contexts into an association normally determined by the purely
artistic concepts of the medium (oil paintings, drawings, prints, medallions,
ceramics etc) or the artist, or the style (Gothic, Mannerist, Baroque etc),
or the school (which may have a political element, as with the British or
Irish schools, but equally may be related to a particular centre attracting
artists from a number of countries, as with the Paris or New York schools).
In summary therefore it is my argument that when existing analyses
and presentations of the visual imagery relating to the Northern Ireland
troubles envisage those images as mere reflections of political developments,
or as artistic creations graded into separate categories according to their
degree of separation from those developments, they do so not so much as a
reflection of undebatable existential realities, but because the training
and working conditions of those producing them predisposes them to those
kinds of interpretation.
Having established this, I will now outline the mode of analysis

used in this thesis, and indicate why I believe it offers a better
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understanding of the ways in which visual images and political developments
are related. My approach to this relationship is grounded in a general
theory about the role of visual images in society. It is my proposition:
that in order to understand that role it is necessary to abandon the
traditional, hierarchical, evaluative separation of visual images into
categories such as fine art, popular imagery and the mass media, except
insofar as that evaluation and categorisation is part of those images' real,
existential function;1

that any specific visual image is the product of a maker or group of makers
whose work is conditioned, though not completely determined, by overlapping
social, political, economic and religious factors, by virtue of their
personal context, the technology involved in the production of their work,
its location within institutional structures, and its use of existing visual
conventions;

that such an image is not static, but is further developed each time it is
used or re-produced, and that in the course of these processes it both
acquires additional layers of meaning and has a real impact on social,
political, economic and religious developments;

that this living, developing image is not isolated, but in the various
stages of its production both derives meaning from and contributes meaning
to the overall visual language available to its producers/users, and is
appropriated by them to the specific visual language codes with which they
shape their view of the world;

and that those visual language codes can be seen interacting in a kind of

dialogue in which opposition and overlap are both important.

1. This does not mean that I believe debates on the value of different
kinds of visual imagery are useless. Indeed I see them as exceedingly
important. But it is my conviction that discussions of what visual
images actually do are too often side-~tracked by consideration of what
they should do. On this point see Janet Wolff, The Social Production
of Art, Macmillan, 1981, p. 141. Having said this it is also important
to stress that no analysis can ever be completely free from
connotations of value.
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It is important to emphasise that I did not commence this thesis
with such a theoretical outline ready-made in my head. It is not a fixed
model into which I have sought to fit reality, but rather a group of
generalisations which have come to seem useful to me as a means of throwing
light on the relationship between visual imagery and political developments,
as the result of my own study of the visual imagery related to the present
troubles in Northern Ireland, and my consideration of some of the theories
developed by others when approaching this question. I will now briefly
describe this theoretical evolution, as a means of expanding a little on
the somewhat skeletal outline just given, and of indicating its locatiomn
in relation to current debate in this field.

In the chapters that follow the reader will actually see the theoretical
generalisations just offered emerging from my grappling with various aspects
of the visual imagery employed in Northern Ireland during the past thirteen
years. However it is as well to summarise here, in a less fragmentary and
intermittent fashion, the existential aspects of that imagery which led me
to dissatisfaction with the conceptualisations of the relationship between
visual imagery and political developments traditionally offered by
historians and art historians.

It gradually became apparent to me that within the context of the
Northern Ireland troubles, visual imagery, including the fine arts, was
involved with political developments, not separate from them; that this
involvement consisted of both absorption of politics into its production
and an effect on politics, mainly through its function or usage, but
occasionally through its production as well; that the divisions between
supposedly separate categories of visual imagery were more apparent than
real; that every time a visual image is used or re—-produced it is given

further layers of meaning by those involved; and that it was no



exaggeration to talk of the two religio-political communities in Northern
Ireland using two different visual languages which were involved in a
kind of dialogue, in which there was both overlap and opposition.

As these observations began to accumulate they raised in my mind
the question of whether the relationship between visual imagery and
political developments in Northern Ireland during the past thirteen years
was peculiar to a unique situation, or whether it could be employed, with
appropriate reservations, to produce generalisations and modes of analysis
of use in dealing with this relationship in other situations. I also
began to see the need to relate together these fragmented observations in
order to obtain a stronger conceptual grip on the nature of the imagery-
politics relationship. It was for these reasons that I began to consider
some existing approaches to this problem alternative to those offered by
mainstream history and art history in Britain and Ireland.

Various promising avenues turned out to be complete dead ends.
Most existing discussions by British and Irish art-historians of the
relationship between art and political developments in past conflicts
appear to be strongly confined to traditional interest in the commissioning
and production of art,1 heavily slanted by political loyalties,2 and

committed either to unsupported associations between political developments

1. See for example Lilian Miller, Patrons & Patriotism: the encouragement
of the fine arts in the United States, 1790-1860, University of
Chicago Press, 1966; James A Leith, The Idea of Art as Propaganda in
France 1775-1799, University of Toronto Press, 1965; John Willett,
Expressionism, Weidenfeld & Nicolson, 1970; James Joll, Intellectuals
in Politics, Weidenfeld & Nicolson, 1960 and Jane Rye, Futurism,
Studio Vista, 1972. o

2. Few discussions of art under the Nazis are prepared to admit such
observable historical facts as the way in which Nazi culture fed on
Expressionism, the extent to which totalitarian styles in architecture
pervaded virtually the whole of the western world in the inter-war
period, and the improvements in German industrial design promoted by
the Nazi regime. Similarly in Ireland there have been virtually no
studies of the distinctive visual culture of the country's Ulster
Protestant community.
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and the nature of an artist's work,1 or to so cautious an awareness of
the complexities of the relationships between imagery and politics that
attempts to assess it are virtually abandoned.2

Most discussions of popular imagery are similarly constrained by
value-assumptions and modes of analysis inherited from existing disciplines.
To this day analysts of popular culture tend to focus on 'good" rural folk
traditions, for much the same reasons as those who first worked in this
field, namely because of desire to preserve the rapidly disappearing past,
a reaction against the effects of industrialisation and modernisation, and
a belief that in such traditions lie the ethos of the nation.3 In Ireland
this has resulted in a large body of writing extolling the national virtues
of the traditionalism of the Irish peasant, and implicitly separating them
from urban and English culture, and a smaller number of works4 seeking in
rural folk culture something older, wiser and separate from the country's
political conflicts, whether past or present.

Clearly this concept of popular culture has been inimical to the
incorporation with it of the mass media. Those who have pioneered the
study of media imagery have done so from a position of horrified fascination.
Their attitude seems to derive from that peculiarly English half-literary,
half-artistic tradition of revulsion from the effects of industrialisation

and mass-production which runs from Matthew Arnold and William Morris to

1. See for example the fairly typical assertion by Jack Lindsay (in his
Death of the Hero: French painting from David to Delacroix, Studio,
1960) that Jacques Louis David adopted the compositional ploy of
placing all his figures in the same line, to express the new values
of equality and democracy.

~o

See Hugh Honour's treatment of the relationship between art and political
developments during the French Revolution in his Neo-Classicism (Penguin,
1968), and the discussions of the relationship between Irish nationalism
and art in Cyril Barrett's "Irish Nationalism & Art 1800-1921", in
Studies, Dublin, vol 64 no 256, Winter 1975 pp 393-409 and Jeanne
Sheehy's otherwise excellent The Rediscovery of Irish Art (Thames &
Hudson, 1980).

3. Burke, op cit pp 7-16 and C.W.E. Bigsby (ed) Approaches to Popular Culture,
Edward Arnold, 1976.
4. Notably the many publications of E. Estyn Evans.



23

F.R Leavis.1 They attack the way the mass media have transformed our lives
in passages like the following:

"it has long been plain that the executives of production and selling
have been thinking in military terms, smashing public resistance with
carefully planned barrages followed by shock troops of salesmen to mop up
the pockets. It will take more than a change of vocabulary to eradicate
this lethal aspect of know-how, for it is not easily separated from its
origin or its uses. The public may smile at being the target for a barrage
of corn flakes or light bulbs. But this industrial ammunition has the
character of exploding in the brain cortex and making its impact on the
emotional structure of all society."2

It is significant that Marshall McLuhan, the author of this passage,
and a leading exponent of media studies in the 1960s, was a Professor of
English.

This line has been adopted in the recent publications on the mass

media and Northern Ireland such as Camerawork no 14. The message is

sharpened by the particular political anxieties involved, ie Irish distrust
of the English, and leftwing English distrust of capitalist control of the
organs of opinion, but it is basically the same message: '"Big Brother is
watching and controlling you with his evil technology which is capable of
perverting you without you realising it."

This is the view of outside critics of the mass-media. A second
strand in the development of media-studies in recent years has been the

provision of inside knowledge about the tricks of the trade. Harold Evans

1. See A. Swingewood, The Myth of Mass Culture, Macmillan, 1977, pp 1-10.
2, Marshall McLuhan, The Mechanical Bride: Folklore of Industrial Man,
Routledge and Kegan Paul, 1967, p. 34,
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. . . 1 .
for example, in his Pictures on a Page appears to offer the viewer a

fairly comprehensive guide to the way photographic images of events can

be altered by photographers and picture editors, by virtue of such
techniques as use of different lenses, selection, juxtaposition, cropping
and downright faking. This is the kind of approach employed by Frank
Webster in his analysis of the photo-coverage of Maire Drumm's funeral
although he considers a wider range of factors than Evans does. Yet by
their focus on these kinds of alterations Evans and Webster implicitly
distract the viewer from the effects on photographic images of the wider
context in which they appear. They make no mention for example of the
juxtaposition of news photographs with advertising material and of their
consequent reduction to beautiful objects for consumption. Just as McLuhan
and similar critics of the mass-media are limited by their position as
outsiders to it, so Evans and Webster are limited by their role as insiders.
The other kind of inside information which the viewer needs to consider
alongside that made available by Evans and Webster is the specialised
analyses of advertising researchers, published in journals such as Admap.
Here there is constant discussion of such considerations as the location

of images, the relative impact of descriptive or illustrative layout and
the varying use made of publications by their readers. Yet this kind of
research on visual imagery is rarely considered by academics or the general
public. Even within media-studies therefore, there are divisions of
approach which hamper the viewer's ability to decipher the images with
which he or she is confronted. Indeed the existing studies which move

outside the mainstream of art history to consider art and politics, popular

1. Heinemann, 1978.
2. Webster, loc cit,
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imagery and the mass media have little to offer anyone interested in the
relationship between visual imagery and political developments, for they
take with them many of the assumptions traditional to the kind of art
history generally practised in Britain and Ireland.

Far more useful to anyone attempting to discover the nature of this
relationship are the works of the German and Austrian art historians
working in the first half of this century, notably Erwin Panofsky and
Fritz Saxl. In Panofsky's studies it is possible to find the kind of
sensitive and complex analysis of the interplay between various cultural
and social factors within a given area of time and space that has been so
lacking in the work of most British art historians. He observes for
example

"a connection between Gothic art and Scholasticism which is more
concrete than a mere 'parallelism' and yet more general than those
individual (and very important) 'influences', which are inevitably exerted
on painters, sculptors, or architects by erudite advisers. In contrast to
mere parallelism the connection which I have in mind is a genuine cause-
and-effect relation; but in contrast to an individual influence, this cause-
and-effect relation comes about by diffusion rather than by direct impact.
It comes about by the spreading of what may be called, for want of a
better term, a mental habit - reducing this overworked cliche to its
precise Scholastic sense as a 'principle that regulates the act'... Such
mental habits are at work in all and every civilization. All modern
writing on history is permeated by the idea of evolution...and all of us,
without a thorough knowledge of biochemistry or psychoanalysis, speak with
the greatest of ease of vitamin deficiencies, allergies, mother fixations

and inferiority complexes."1

1, Erwin Panofskg, Gothic Architecture & Scholasticism, Thames & Hudson,
1957, pp. 20-2T,
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And this kind of general observation is rooted by Panofsky in
observance of specific connections. He cites, for example, the existence

in Villard de Honnecourt's Album of the groundplan of an "ideal" chevet

which he and another architect, Pierre de Corbie, had devised, "disputing
between themselves", in other words following the Scholastic manner of
arguing out a question.1 And he describes the world in which the High
Gothic architects of France moved, the area round Paris where Scholasticism
dominated education, where they were in frequent contact with its religious
supporters, where they heard sermons and public debates using its style

of argument, and where, in a new atmosphere of urban professionalism, they
could join in such discussions as equals.

Fritz Saxl's peculiar importance lies in his firm assertion, in
passages like the following, that visual images have an independent life of
their own, and can reveal areas of history in a way other evidence cannot.

"Alexander of Macedonia was represented as Helios, the sun-god. We
find the emblems of sun and moon shown with the person of the ruler on
German and English medieval seals. 1In the seventeenth century Louis XIV
is again styled le roi soleil. Or think of the paraphernalia of majesty
in Byzantium, the triple crown of the Popes, the ceremonial robes and
objects used for the coronation of the Kings of England. Each of these
objects has its history, and if it is studied in connexion with historical
documents and liturgical texts, it reveals facts and ideas which could not
be discovered otherwise."3

Panofsky and Saxl, along with other art historians of the German

and Austrian school have subsequently been much criticised for their

1. 1Ibid, p. 87.
2. 1Ibid, pp. 21-26.
3. TFritz Saxl, A Heritage of Images, Penguin, 1970, p. 13.




tendency to see art as a product determined by a Hegelian spirit-of-the-
age, with no possihility of alternatives offered and little consideration
given to the role of the artist's skill.1 However the importance of their
interest in the relationship between art and society has recently been
recognised by a number of younger art historians,2 who have attempted to
rework their approach, generally by replacing their Hegelianism with a
developed interpretation of the Marxist metaphor of base and superstructure.
An early fore-runner of these new studies was Arnold Hauser's The

Social History of Art.3 It is easy to be over—dismissive of this sprawling,

over—ambitious work, but Hauser did begin to look at some of the questions
hitherto normally ignored by art historians, such as the economic and
social status of artists, who were the actual rather than the assumed
patrons of art, and how much of society took an interest in art, and for
what reasons.4 However his tendency to see art as a reflection of broad
social structures has quite rightly been rejected by later writers.

A further defect of Hauser's work, and one common to many Marxist
studies of art,5 is his failure to pursue his analysis into the artwork
itself. Those who have attempted to elucidate the relationship between
the social situation of the artist and the kind of work he or she produces,
have done so with varying success. Max Raphael's attempts to tackle this
subject collapsed amidst the kind of vague theory, and unsubstantiated
arguments to be found in the following paragraph from his essay on

Cezanne's Mont St-Victoire.

1. Notably by Ernst Gombrich, in his In Search of Cultural History, Oxford,
1969, pp. 30-38 and his Art and Illusion, Phaidon, 1962, pp. 16-18,
and John Tagg, in '"Putting Art History on its Feet'l, Radical Philosophy,
Winter 1975, pp. 3-10.

2. See especially T.J. Clark, "The conditions of artistic creation",

Times Literary Supplement, 24 May 1974.

3. Routledge & Kegan Paul, 2 vols, 1951.

4, 1Ibid, vol 1, p. 297 and pp. 307-317.

5. Such as John Willett's study of art in Liverpool (Art in a City, Methuen,
1967) which offers a fascinating survey of the history and recent
development of art institutions in the city, but fails to attempt to
establish any links between them and the nature of the art and visual
imagery produced in Liverpool.
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"Cezanne's palette was that of a peasant, but of a peasant who was
at odds with the world. In his day the earth had yielded its primacy as a
means of production to the machine. The fruits of production were no
longer goods (ie substances) but commodities (ie factors of exchange). The
typically peasant ideology of transcendence had become socially obsolete.
In short, Cezanne the peasant lived under industrial capitalism, but at a
time when agriculture was not yet industrialized. 1In consequence the act of
painting, to the very extent that it was instinctively and unconsciously
pursued, inevitably transformed - even against the artist's will and to his
own surprise - an intended harmony into a disharmony, whose own inner
contradictions, at least in their artistic quality, would have destroyed
one another had Cezanne not deliberately staved off destruction by creating
transitions and connections through analyzing nature and integrating the
results of his analysis into a compositional whole."1
Far more substantial and suggestive studies of this question have
recently been provided by T.J Clark and Michael Baxandall. Clark uses the

process of production involved in the making of a major artwork like

Courbet's The Burial at Ornans to Show the artist's involvement with

political and social developments and the way in which he both reveals and
transforms them within the very structure of his work.2 He seeks to
discover how the "background" becomes foreground, not by making analogies
between form and content but by discovering the network of real, complex
relations between the two. This process he sees as an encounter with

history, for the study of any one "factor'" in artistic production leads to

general problems.3 In addition Clark constantly stresses the importance of

1. Max Raphael, The Demands of Art, Routledge & Kegan Paul, 1968, pp 16-17.

2. T.J Clark, Image of the People: Gustave Courbet and the 1848 Revolution,
Thames & Hudson, 1973.

3. John Tagg, "Marxism & Art History'", Marxism Today, June 1977, pp 188-9.




what is omitted, of what cannot be said. The cartoons by Daumier which
were suppressed, the points at which the art critic falters and falls
silent, are for him crucial indications of what current ideology will not
allow. Here he is influenced by the French Marxist theorist, Pierre
Macherey.1 Like Macherey he believes that the work of art should, by
distancing itself from society and by the process of work involved in its
construction, heighten and point up these discrepancies.

"(Courbet) ...devised, as Balzac had done, a structure which
deliberately refused to unite the elements of rural society; he reproduced
their disunity rather than merely representing it. What Macherey says of
Balzac's plot-structure could be applied with very few modifications to
Courbet's pictures of 1850: To carry out the project he had set himself
Balzac could not content himself with writing his novel well, or
harmoniously constructing it around a central theme: the kind of figuration
he had chosen means that there is not in the front of the work a foreground
behind which secondary planes are outlined in succession, but several
foregrounds one after another with abrupt breaks between them."2

Baxandall adopts a somewhat similar approach in his study of
fifteenth century Italian paintings3 which analyses the impact on them
of the artist's social role, the technical materials available to him and
his involvement with the more general ways of seeing current in the society
in which he lived. He shows how artists were obliged by their contracts
to use particular colour schemes by virtue of the limitations imposed on

their employment of costly gold leaf and blue pigment.4 And he demonstrates

1. Pierre Macherey, A Theory of Literary Production, Routledge & Kegan
Paul, 1978.

2, Clark, op cit, p. 120.

3. Michael Baxandall, Painting and Experience in Fifteenth Century Italy,
Oxford University Press, 1972.

4, 1Ibid, p. 11 ff and p. 81 ff.
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in some detail how daily visual skills and artistic skills were actually
linked, while constantly setting such analyses in a wider context. For
example he shows how important the gauging of volumes and quantities was in
an age when containers were not manufactured in stock sizes; how an artist
like Piero della Francesca was both mathematician and painter; and how his
patrons, used as they were to assessing geometrical quantities, enjoyed his
frequent demonstrations of this skill.1 But he is careful to stress that
the inter-connections were more complex and with wider implications than
such direct relationships tend to imply. He is at pains to establish

the pervasiveness of these mental habits within the society and culture

of the time, and their involvement with apparently disconnected spheres of
thought.

"Quattrocento education laid exceptional value on certain mathematical
skills, on gauging and the Rule of Three. These people did not know more
about mathematics than we do: most of them knew less than most of us. But
they knew their specialized area absolutely, used it in important matters
more often than we do, played games and told jokes with it, bought
luxurious books about it and prided themselves on their prowess in it; it
was a relatively much larger part of their formal intellectual equipment."2

Like Saxl, Baxandall stresses that this kind of approach to the
relationships between artworks and society provides us with unique evidence
not only about the artworks, but also about the society in which they were
produced.

"A society develops its distinctive skills and habits, which have a

visual aspect, since the visual sense is the main organ of experience, and

—_—
-

Ibid, pp. 86-97.
2. Tbid, p. 101.
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these visual skills and habits become part of the medium of the painter:
correspondingly, a pictorial style gives access to the visual skills and
habits and, through these, to the distinctive social experience. An old
picture is the record of visual activity. One has to learn to read it,
just as one has to learn to read a text from a different culture, even
when one knows, in a limited sense, the language : both language and
pictorial representation are conventional activities. And there are
various destructive uses of pictures which must be avoided. One will not
approach the paintings on the philistine level of the illustrated social
history, on the look out for illustrations of 'a Renaissance merchant riding
to market' and so on; nor, for that matter, through facile equations between
'burgess' or 'aristocratic' milieus on the one side and 'realist' or
'idealizing' styles on the other. But approached in the proper way - that
is, for the sake of argument, in the way followed in this book - the pictures
become documents as valid as any charter or parish roll. If we observe that
Piero della Francesca tended to a gauged sort of painting, Fra Angelico to
a preached sort of painting and Botticelli to a danced sort of painting, we
are observing something not only about them but about their society."1

In summary then the German and Austrian art historians and their
more recent successors offer a number of important modes of analysing the
relationship between visual imagery and social, political, economic and
religious developments. They demonstrate how artists' visions are linked
to the society in which they live by their involvement with a variety of
conceptual and visual conventions, their dependence on the technology then

available, the overt or implicit limitations on what they can say in their

1. 1Ibid, p. 152.
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works, and the structure of the relationship between them and the
consumers of their products. Moreover these writers make the
important point that artworks are in themselves unique documentary
evidence of aspects of society in which they are produced. However,
for the student of the relationship between visual images and poli-
tical developments there are a number of very noticeable deficiencies
in their analyses. These retain a primary emphasis on fine art works,
and are almost exclusively limited to consideration of the initial
process of production. The broad spectrum of visual imagery, the
living function of images both at the time of their initial produc-
tion and during their subsequent usage, reproduction and transforma-
tion, and the relationship between the institutional organisation of
artwork and the style of imagery produced in it, are areas which
remain virtually untouched in these studies. It is necessary there-
fore to turn to research undertaken completely outside the field of
art history.

For useful material relating to the last topic one can turn to
some of the most recent studies of media imagery. While in Britain
there is still a tendency in media studies to relate institutional
factors solely to the content of the images conditioned by them, as

in the various articles in Camerawork no 14, similar analyses in

America, notably Barbara Rosenblum's comparative study of news,

advertising, and fine arts photographs, relate the institutional

organisation of media imagery to the style adopted in it.1

1. Barbara Rosenblum, '"Style as Social Process", American Socio-
logical Review, New York, vol 43, June 1978, pp. 422-438,
and Photographers at Work, A Sociology of Photographic Sty-
les, Holmes & Meier, New York, 1978.
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In seeking to establish the living function of visual images within
social and political developments, much can be learnt from the work of
anthropologists. In particular the kind of approach towards ritual symbols
developed by Victor Turner,1 appears to be very fruitful. Turner lays a
heavy emphasis on the multi-valency of such symbols, stressing that their
meaning may vary not only from context to context but also from time to
time during the same performance, or rather different senses may become
paramount at different times. If the importance of a single principle of
social organisation is being stressed this can only be done by blocking the
expression of other important principles. Frequently however the conflicting
principles obtrude in some fashion into the ritual.

Turner's theory is basically a development of Sapir's argument that
symbols can be divided into referential symbols which are economical
devices referring to known facts, and condensation symbols which deal with
the emotions and the unconscious. Turner argues that ritual symbols are
both at the same time, condensing thoughts and actions, unifying disparate
meanings and combining ideological and sensory poles. These poles may
also be described as structurally normative and grossly physical, social
and organic, obligatory and desirable. It is the function of the symbol
to effect an interchange between the two.

“"Norms and values, on the one hand, become saturated with emotion,
while the gross and basic emotions become ennobled through contact with
social values. The irksomeness of moral constraint is transformed into
the 'love of virtue.'"3

Clearly theories such as these, which have been developed as the

1, In The Forest of Symbols, Cornell University Press, New York, 1967.
2. 1Ibid, pp. 40-41.
3. 1bid, p. 30.
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result of observation of African tribal rituals, can only be used with

much caution in analysing the ritual use of visual imagery in Western
society, and indeed E.P Thompson has launched a scathing attack on the
misuse of anthropology in recent historical studies of religion and magic
in seventeenth century Britain.1 But when properly applied, as in M.R
Beames' recent studies of the use of ritual imagery by agrarian protest
movements in late eighteenth century Ireland,2 the kind of anthropological
approach employed by Turner can assist an understanding of the way visual
images can be transformed by their living, ritual use, and in this process
of transformation can be employed to effect an interchange between a number
of meanings, derived from the political, cultural, social, economic and
religious experience of their users.

Handled with care, mass media studies and anthropological analyses of
ritual imagery can supplement art historical contributions to understanding
of the relationship between visual imagery and social and political
developments, by their demonstration of the way the style of images 1is
conditioned by the institutional organisation of their production, and by
showing how they acquire layers of meaning in the course of their use in
living rituals. However these theories and perceptions do no more than
illuminate further fragments of the relationship between visual imagery
and society. Their authors go no further than the art historians in
offering a general view of that relationship, in which in particular the
visual languages perceived as so evident in the Northern Ireland context

can find adequate theoretical location. For this it is necessary to turn

1. E.P Thompson, "Anthropology and the Discipline of Historical Context',
Midland History, University of Birmingham, vol 1 no 3, spring 1972,
pp 41-55.

2. To be published in Dr Beames' forthcoming book on peasant movements and
their control in pre-famine Ireland.
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to recent studies of the social function of symbols and language rather
than particular forms of visual imagery. In these there have been a number

"erammar'" of myths,

of attempts to determine the underlying codes and
rituals, symbols and language, and to relate them to social structures. In
particular the socio-linguist Basil Bernstein has developed the theories

of Boas, Sapir and Whorf, who have argued that people speaking different
languages live in different thought-worlds. Whorf believed that such
languages are influenced by fashions of speaking which cut across typical
grammatical classifications. In his opinion these fashions of speaking

are unrelated to social structure. Bernstein has argued however that

social structures generate distinct linguistic forms or codes which transmit
culture and constrain behaviour. He has suggested that there are two main
codes, restricted and elaborated.

In the restricted code the form of communication is predictable, for
the social relationship is based upon a conscious shared identity with no
need to make intent explicit. The language is simplified and narrow, and
individual differentiation is expressed by extra-verbal signals. Speech
is impersonal, concrete, condensed, neither analytical nor abstract. Its
major function is to define and reinforce a form of social relationship by
restricting verbal signalling of individual experience. The restricting
nature of this code is reinforced by the 'noise' or distortion which it
tends to introduce into communication. The elaborated code on the other
hand is unpredictable, with a high level of syntactic organisation and
lexical selection, as the intent of the other person cannot be taken for
granted. The major function of the elaborated code is the delivery of
relatively explicit meaning. This form of communication facilitates the
transmission and elaboration of the individual's unique experience and

allows modifications to be made to suit the listener. Whereas the
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restricted mode reinforces a particularistic social structure by the use
of universalistic models, the elaborated code uses particularistic models
to reinforce a universalistic society. And whereas in the restricted code
the concept of self tends to be refracted through the implications of the
status arrangements, the elaborated code facilitates reflection on the
concept of self.

Bernstein tends to see these codes as the product of social structures,
associating the restricted code with the working-class and the elaborated
code with the middle-class. He believes the reasons for this association
lie chiefly in the family-role system and modes of social control of the
two classes. In his view the restricted code arises in a social system gov-
erned by mechanical solidarity in which the family is positional while the
elaborated code is found in a social system governed by organic
solidarity, emphasising the personal family and founded on the division
of labour.2

A more complex theory about the relationship between different verbal
and visual codes and forms of social structure than Bernstein's somewhat
crude code-class model is offered by Mary Douglas in her development of his
work (ill 5).3 And indeed we shall see that Douglas's map of
social-cultural structures bears a strong resemblance to the socio-cultural
divisions which emerge in the body of this thesis as characteristic of
Northern Ireland during the past thirteen years. However the theories of
both Bernstein and Douglas tend to imply an over-simplified, determinist
production of cultural codes by social structures, leaving little room for

the impact of culture on society, the role of history and change and the

1. Basil Bernstein, "A socio-linguistic approach to social learning', in
Class, Codes & Control, vol I, Routledge & Kegan Paul, 1971, pp. 121-
132. See also Claus Mueller, The Politics of Communication, Oxford
University Press, New York, 1973, p. 95.

2, Bernstein, op cit, p. 130 and Mary Douglas, Natural Symbols, Barrie &
Rockliff, 1970, p. 42.

3. In Douglas, op cit.




Diagram 3 : General Cosmological Ideas

(i) cardinal virtues
(ii) cardinal sins
(iii) the idea of the self
(iv) art form
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contribution of individual skill.

To some extent these defects can be remedied by fusing with the
theories of Bernstein and Douglas the adaptation of the generative grammar
theory made by the French sociologist Pierre Bourdieu, who conceptualises
cultural codes as strategies, customs or 'pre-laws', based in turn on

"a small batch of schemes which enable agents to generate an infinity
of practices adapted to endlessly changing situations, without those schemes
ever being constituted as principles."1

These schemes he characterises as fuzzy oppositions, such as left-
right, which can be developed in much the same way as one makes play on
words.

But Bourdieu, like others employing the concept of generative grammar,
leaves unanswered the tricky question of where those schemes or codes came
from in the first place. It is this living intersection between culture

and society on which Janet Wolff focuses most effectively in her recent

book on The Social Production of Art.3 By seeing the relationship between

society and art as a continuous process of interaction, in which social

and political structures are mediated into the artwork through the
technology, social situation and art conventions conditioning the individual
or group actions of the producer(s), and are then modified in turn in the
course of the work's manufacture and its completion and continuing production
by its consumers, Wolff satisfactorily avoids both the determinism and the
transcendentalism between which attempts to analyse that relationship have
continually vacillated. It is this kind of approach that I have attempted

to maintain in the course of this thesis.

1. Pierre Bourdieu, Outline of a Theory of Practice, Oxford University
Press, 1977, p. 16.

2. TIbid, pp 118-123.

3., Macmillan, 1981.
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There is however one marked difference between my analysis and
Janet Wolff's which is apparent as soon as you look at the title of our two

studies. For Wolff, along with the majority of sociologists approaching

" "

this area, confines herself to the old, limited category of "art", whereas
I believe it is essential to take a wider and less value-structured view,
by looking at "visual imagery.'" 1In this I have been much influenced by the
pioneering work of Walter Benjamin1 and John Berger,2 whose perceptions
about the interrelationship of different kinds of visual imagery and the
two-way link between style and social structures I have attempted to locate
in the kind of historical context which they of necessity ignored. Hence

the structure of this thesis, which is as follows. In the next four

chapters, titled William, Mother Ireland, Orange and Green, some of the most

dominant traditions in popular imagery in Northern Ireland are analysed in
such a way as to show their involvement with supposedly separate fine art
works, and their roles in relation to political developments in the
province, past and present. Chapters 2 and 3 discuss William III and
Mother Ireland emblems. They focus on roles of identity figures, and the
genesis and function of visual mythology. Chapters 4 and 5 examine Orange
and Green imagery. They are chiefly concerned with functions of rituals
and symbolism and the development and roles of visual styles. An overall
theme of these four chapters is the way in which groups in Northern
Ireland have constructed and continue to construct a cultural history for

themselves, and the way in which modernisation has been bound up with this

1. Notably in his "The Work of Art in the Age of Mechanical Reproduction",
published in Walter Benjamin, Illuminations, edited Hannah Arendt,
Jonathan Cape, 1970, pp 221-227.

2, In his Ways of Seeing, BBC/Penguin, 1972.
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development of traditions. The next two chapters, titled Politics and
Artists, look at two supposedly discrete modes of vision, those produced
by fine artists and by political organisations. They concentrate on the
evolution and roles of visual conventions and their relation to political,
social and economic forces via the institutional structures involved in
the making of visual imagery. An overall theme of these two chapters is
the way tradition is involved in the development of ostensibly modernised
imagery. And finally the thesis closes with some brief conclusionms.

It is important that these analyses be read with two concepts
constantly in mind, namely what I have chosen to call functional weight,
and the general and particular limitations of this writer in tackling the
subjects under discussion. By functional weight I mean the way in which
particular forms of visual imagery fit into the overall cultural, political,
social and economic structure of a society and the resonance that they have
within that structure. Now clearly this is a matter which can vary very
much according to the kind of measurement one is using. For example, does
an image have a greater functional weight within a society, if it hangs on
the sitting-room wall of one of its political leaders, or if it is carried
by thousands of protesters through the streets of its capital city?
Nevertheless it seems possible to give some feeling for the relative
impact of images if one has some idea of their location and diffusion
within a society whose overall size and structures are approximately known.
In the course of my discussion of various images in this thesis I have
endeavoured to emulate Michael Baxandall in his description of the gauging
mode of seeing in fifteenth century Italy, by giving some feeling for the
strength and extent of their impact within Northern Ireland. I shall

therefore confine myself here to giving some indication of the overall
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scale and organisation of society in Northern Ireland.1

The nature of Northern Ireland as a society is of course a subject
for heated debate, as a glance at any recent bibliography of studies
relating to the province will reveal.2 Most of the observations made here
would however meet with general agreement. Present-day Ulster is a small
place, with an area about the size of Yorkshire, and a population of
approximately 1% million, of whom roughly a half live in Greater Belfast,
while the remainder are equally distributed between smaller urban settle-
ments and isolated rural homes.3 The province is also peripheral, both
geographically in its isolation on the north-west fringe of Europe, and
politically in its marginal relationship to the centres of political,
economic and cultural power, in Britain, the Republic of Ireland and the
EEC. Thus although small events and developments bulk large within its
confines, whether they are to do with violence, politics or culture, there
is a constant feeling that'the major decisions are made elsewhere.

This small, peripheral society is marked by a virtually total
segregation of its society into two religio-political communities, the
native, Catholic Irish, comprising approximately one third of the province's
population, and the descendants of the Protestant planters of the seventeenth
century, comprising the remaining two thirds. In education, friendships,
marriage, the workplace, housing, recreation, religious practice and
political affiliation, these two communities lead virtually separate lives.
Within both communities family ties and religious observance have an enormous

. 4 . . . .
importance. The lack of foreign residents or visitors, and the tendency

1. In doing so I am much influenced by Peter Laslett's enlightening outline
of the scale and structural organisation of English society just prior
to the industrial revolution in his The World we have lost (Methuen,
1968, pp 8-10).

2. See for example John Darby, Nicholas Dodge and A.C. Hepburn, Register of
research into the Irish conflict 1981, New University of Ulster,
Coleraine, 1981.

3. Paul A Compton, Northern Ireland: A Census Atlas, Gill and Macmillan,
1978, pp 10-18.

4. On the high level of religious observance in Ulster see Richard Rose,
Governing without Consensus, Faber, 1971.
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of Ulster's inhabitants to either emigrate completely or remain within a
very small area of their native province, reinforce the small, peripheral,
divided, traditional nature of their society.

Until the mid-1960s the major sources of employment in the
province were service industries, the shipbuilding, textile and engineering
industries centred on Belfast, and small-scale farming, most of it pastoral.
Since then the latter two groups have declined dramatically, while the role
of the service industries has increased, and multi-national manufacturers
and retailers have moved in. The manufacturers, who were largely concentra-
ted in the field of artificial fibres, have mostly moved out again, although
the retailers have stayed, and have indeed continued to move into the
province. Since the mid-1960s there has also been a marked increase in
employment by central and local government, and in unemployment, always
higher in the province than in the rest of Britain. At all times employment,
particularly industrial employment, has remained higher in the Protestant
than in the Catholic community, and in the east than in the west of the
province.1 As we shall see, the institutional organisation of all kinds of
visual imagery in the province has remained weak until very recently, and
has been characterised by a high degree of overlap in personnel.

Having given this brief outline of the size and structures of
Northern Ireland society, it is necessary to turn to my own situation as an
observer of the relationship between visual imagery and political
developments within that society during the past thirteen years. This has

been conditioned by general and specific factors. In the first place any

1. Department of Finance, Northern Ireland, Social and Economic Trends in
Northern Ireland, HMSO, Belfast, no 1, 1975 and no 2, 1976, and Liam
0'Dowd, Bill Rolston and Mike Tomlinson, Northern Ireland, Between
Civil Rights and Civil War, CSE Books, 1980, ch 2.
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observer, as Bourdieu makes plain in his OQutline of a Theory of Practice,

is liable to make a totalisation from practices which is not possible to
those involved in them:

"By cumulating information which is not and cannot always be
mastered by any single informant - at any rate, never on the instant - the

analyst wins the privilege of totalization thanks to the power to perpetuate

that writing and all the various techniques for recording give him, and also
to the abundant time he has for analysis. He thus secures the means of
apprehending the logic of the system which a partial or discrete view would
miss; but, by the same token, there is every likelihood that he will
overlook the change in status to which he is subjecting practice and its
products, and consequently that he will insist on trying to answer questions
which are not and cannot be questions for practice, instead of asking
himself whether the essential characteristic of practice is precisely the
fact that it excludes such questions."1

Moreover if part of the observer's research-methods consist, as in
this thesis, of questioning those involved in practices, further distortions
are likely, because respondents will produce information in which there are
omissions due to their very familiarity with the practices they are
describing, because personal details will often be avoided as unsuited to
this kind of discourse, and because a semi-theoretical approach will be
adopted to meet the questioner's requirements, ignoring the "learned
ignorance'" with which many practices are carried through.2

In the second place an observer, as much as any producer, is
conditioned though not totally determined by surrounding circumstances.

It therefore seems appropriate to give details of those circumstances

1. Bourdieu, op cit, p. 106.
2. 1bid, pp. 18-19.
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most relevant to the construction of this thesis. My background on my
father's side is that of an Anglo-Irish family associated with Ireland
since the sixteenth century, and involved in both unionist and nationalist
politics, though most frequently tending to a unionist opinion. I was
however reared in England like my father and grandfather before me, and
when I commenced this thesis I had as little knowledge of Irish history

as anyone educated in the English school system, although I have visited
friends and relatives in the Republic since early childhood. I was raised
as a Roman Catholic and remain one, although it is fair to say that my
belief and practice are closer to English than Irish Catholicism. From my
upbringing I have also retained an ineradicable middle-class English
accent, which has undoubtedly aroused suspicion and antagonism amongst
some of those I have conversed with in the course of my research, although
my status as a woman has generally reduced those feelings, and my known
involvement in the local artworld has normally created some kind of
sympathy to my work amongst the professional artists with whom I have
talked.

My academic training consists of a first degree at Cambridge in
history and history of art, followed by employment as a researcher on a
proposed dictionary of British artists, and as an assistant keeper in the
art department of the Imperial War Museum in London. There I first began
to develop an interest in the wider field of visual imagery (the department's
collections range from major paintings to button-badges) and specifically
in the imagery related to the Northern Ireland conflict. I had first
visited the province in the autumn of 1969 in order to see a friend, and
had been taken by him round the back streets of Belfast to see vigilantes
manning temporary peace-lines, but I had no real interest in events in

Ulster until the early 1970s.
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In November 1973 I left the Imperial War Museum to write this
thesis, which commenced as a general survey of war art, but rapidly came
to deal with its present subject. For two years I continued to live in
London, while making research trips to the province, one of which, in the
summer of 1975, was financed by the Institute of Irish Studies at Queen's
University, Belfast. In the autumn of 1975 I moved to Northern Ireland,
where for the first six months I lived near Carlisle Circus in Belfast,
while working for the Simon Community. This was the period during which
I saw most of the immediate effects of the violence in the province,
although at no time during my residence here have I witnessed a shooting
or been close to an exploding bomb. From early in 1976 I lived in the
university area of Belfast, until I moved to my present home in a
peaceful village in Co Down in the autumn of 1979. Since the spring of
1979 I have been married to an Ulsterman reared in the Protestant community,
who has a deep loathing of all religion. Neither he nor I have during
the past thirteen years been a member of any political organisation. It
may also be relevant to point out that apart from the short-term grant
from Queen's University mentioned above, this thesis has been funded out
of my small private income, occasional earnings from part-time jobs
ranging from charring to art-criticism, and financial support from my
husband.

During the period in which I have lived in Northern Ireland I have
been practically involved in the province's artworld in a number of ways.
In the summer of 1977 I helped to organise the participation of twenty
people from Northern Ireland in the Free International University workshops
associated with Joseph Beuys at the documenta exhibition at Kassel in
West Germany, On our return I continued to work with some of those people

on the follow-up Almost Free Art Show presented at the Arts Council of
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Northern Ireland gallery in Belfast in the spring of 1978, and on the
establishment of Art & Research Exchange, an alternative arts centre with
which I continued to be involved until the end of 1979. 1In the early
months of 1978 I also organised for the Arts Councils of Northern Ireland
and the Republic an exhibition of Irish trade union banners and regalia
and wrote the accompanying monograph catalogue. In November 1978 I was
one of those involved in the protest against the closure of the Art for
Society exhibition by the trustees of the Ulster Museum. I have also
written a number of articles on local vwisual imagery, published in
journals and newspapers in England, Northern Ireland and the Republic.

As far as practical competence in the production of visual imagery
is concerned, I can handle oilpaints, make a crude silkscreen poster, and
use both a single-lens 35 mm camera and a 16mm cine-camera. In summary
therefore it would be fair to say that this thesis should be read as the

work of an academically marginal participant observer.
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CHAPTER 2 : WILLIAM

A King for today

"King William III, Prince of Orange': he confronts you, this
brightly-painted monarch, as your car crawls up the traffic-choked road
when you leave the motorway from Dublin, and head for Belfast's city
centre (i1l 6). He fills the gable-end wall of one of the small, terraced,
brick houses in Rockland Street, neat, colourful, heroic, with his drawn
sword, on his prancing white horse. And he is only one of the many
representations of this seventeenth century King that can be found in the
imagery of Northern Ireland's Protestant community today.

It is true that many of the old wallpaintings of William III have
declined to the level of a childish scribble,1 or have faded to a mere
ghost of their past selves,2 no more apparently than a relic of folk
traditions now gone, like the painting of William's image on a pub—sign3
or a pike-stoneA or the carving of it omn a butter—mould.5 But the young
loyalists of post-1968 Ulster have continued to make wall-paintings like
their forefathers, and King William is still their favourite subject.

The Rockland Street corner boys will not deviate from the monarch first
painted in their street some fifty years ago. He is their heritage they
say, and they proudly though inaccurately claim that their mural of him

is the oldest in Northern Ireland. (The Robert Jackson murals in Derry

1. In Canton Street in East Belfast in the mid-1970s a crude King Billy
was drawn at child-level amongst the usual gable-end graffiti and
football posts.

e.g. in Silvergrove Street and Dromara Street, both in Belfast.

In Scotch Street, Armagh from about 1920 to the early 1960s.

Near Downpatrick. Defaced during the present troubles.

See Robert Harbinson (Bryans), Song of Erne, Faber, 1960, p. 129.
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are in fact far older, probably dating back to 1916.)1 The Tartan Gang
who signed the spanky little mural they painted in Coleraine kept to the
old imagery,2 as did the sixteen-year old boy reputed to be responsible
for a similar figure in Larne. Only on three occasions have I seen an
exception to the prevalence of William III as a wall-painting subject.
There is the Howard Street South loyalist prisoners' mural with its crossed
flags (i1l 7). 1In Rathcoole housing estate on the outskirts of Belfast
the junior members of the UVF painted a batman figure accompanied by the
slogan KAI which they cheerfully interpreted to me as "Kill All Irish".
And in Carrickfergus an unknown graffiti artist scrawled a hasty depiction
of an IRA gunman running away.

Wall-paintings are not the only evidence of King William's continuing
supremacy in the hearts of Northern Ireland Protestants today. His image
is still featured on a good half of the banners carried in the processions
of the Orange Order, the semi-masonic society which numerous members of the
Protestant community continue to join.3 And an amazing variety of
commercial representations of him continue to be available in the loyalist
souvenir shops in Sandy Row or East Belfast or Ballymena. Prints, tea-
cloths, mugs (some made in Rumania!) and crude plaster—of-paris figures
produced by a firm in Coleraine, all display the King on his white horse.
William is part of loyalist domesticity - indeed Catholics poke fun at
Protestants' use of cushions decorated with his image, mocking their

willingness to sit on the likeness of their hero.5 But young loyalists

1. See below, ill 9 and pp. 56-7 and p.62.
Reproduced in Robert Kee, Ireland, A History, Weidenfeld & Nicolson,

1981, between p. 64 and p. 65.

3. On the Orange Order, see below, Chapter 4.

4. Ken Nixon, "Psst! Want a King Billy", News Letter, Belfast, 3 June
1971, p. 4.

5. Frank Burton, The Politics of Legitimacy, Routledge & Kegan Paul,
1978, p. 61.
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7. lLoyalist Prisoners Mural/1979/first painted ca 1976/
Howard Street South, Belfast/Photo: B, Loftus,
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are unabashed and continue to flaunt representations of William on their
chests, whether in the form of commercially printed t—shirts1 or hand-
knitted jerseys2 or large and elaborate tattoos (ill 8 ).3

To see images of a remote, seventeenth century monarch still so
firmly embedded in popular culture is startling, particularly when one
considers the nature of the groups producing and using these representa-
tions. Urban wall-painters, commercial manufacturers and young loyalists
might all have been expected to develop images more suited to their own
situation during the past thirteen years or so. For the wall-painters
local figures, particularly workers in the shipyards and engineering
industries would seem to have been far more representative of what they
were celebrating and championing than would a seventeenth century monarch;
for the manufacturers a figure representing imperial, bureaucratic power,
such as the traditional imperial image of royalty seated on the throne
carrying the orb and sceptre, would have been far more suitable than that
of the heroic King William; and for the contemporary loyalist, Ian Paisley
or a Protestant paramilitary would appear far more relevant than a
historic ruler.

This seeming disjuncture between the social and political reality
of these Protestant groupings and the Williamite emblems employed by them,
is most sharply apparent in the banners of the Orange Order. The Order's
membership includes wall-painters, businessmen, industrial employees,
politicians and paramilitaries from the Protestant community. Yet

scarcely any of its banners represent the province's main industries,

1. See the advertisements for t-shirts in the Loyalist News, Belfast,
14 June and 28 June 1975.

2. The Orange Cross, Belfast, no. 79, n.d., carried an advertisement
requesting a knitting pattern for a William III jersey.

3. See also the tattoo reproduced in Ronald Scutt & Christopher Gotch,
Skin Deep, Peter Davies, 1974, p. 104.




¢, Man with William TIT tattoo/1980/Johnny Venus tattoo
studio, Donegall Pass, Belfast/Photo: B. Loftus.
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contemporary politicians or paramilitary leaders. Depictions of the cranes
of Harland and Wolff, Belfast's Queen Elizabeth bridge, and a power station,
are rare exceptions to the repetition of tradition. Even the banner of
the Press lodge, which shows a newspaper page, has as the subject of the
photo on it - King William III. The ban on banners showing living figures
does rule out the depiction of such current leaders as Ian Paisley and the
Rev Martyn Smyth, but it is nonetheless startling that the only
representation of a man or woman of contemporary significance has been on
the Ernie Elliott banner, carried for a short while by an Ulster Defence
Association lodge in the mid—seventies.1 Even in Long Kesh loyalist
prisoners are as ready to depict the traditional bust of King William on
their Twelfth of July banner as they are to show themselves drawn up in
parade order.2

The continuing popularity of images of William III amongst such
Protestant groupings during the present troubles raises two linked
questions. How did such images come to be favoured by Northern Ireland
Protestants in the first place? And why have they continued to be so
important to them?

Recently a number of historians have attempted to answer these

questions by discussing the importance of William III's actions for Ulster

1. Ernie Elliott was a Lt-Col in the UDA who was found murdered in a
Protestant area of Belfast on 7 December 1972. It is widely
believed that he was killed by rival UDA members who disapproved of
his leftwing views. A plaque commemorating him still hangs in the
West Belfast headquarters of the UDA on the Shankill Road.

2. The William III Long Kesh banner is reproduced on the front cover of
the UVF newsheet, The Orange Cross, no. 33, n.d (in the Linen Hall
Library). The Ulster Museum has a UDA flag made for the Twelfth of
July celebrations in Long Kesh in 1974. It shows the UDA prisoners
of Cage 9 drawn up before their huts and carrying Ulster, Vanguard
and Scottish flags. It is reproduced in G.A. Hayes McCoy, A History
of Irish Flags from earliest times, Academy Press, Dublin, 1979,

p. 233.
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Protestants. Two main lines of argument employed by them are summarised

in the next section of this chapter, titled Historical Explanations. It

is my contention however, that by relegating the depictions of William IIT
to the status of illustrations of historical events, these historians have
neglected their roles as images.

In the following section on Wall-paintings I shall therefore discuss

the functions of one particular kind of Williamite imagery employed in
Northern Ireland during the present troubles, namely the gable-end
paintings, of which the Rockland Street mural (ill 6 ) is a typical
example. The few commentators on these paintings have generally
characterised them as either "folk art" or "sectarian graffiti", thereby
consigning them to a timeless, spaceless limbo, in which they have no
connection with historical development, other forms of art, or the
complex daily existence of their makers and users. My intention is to
recover the meanings of these wall-paintings by returning them to their
artistic, social and political contexts.

In the first place I will give a history of the practice of gable-
end painting in Northern Ireland, a practice which appears to be
unparalleled in the rest of Western Europe. From this it will emerge
that, far from being a form of folk art such paintings are a relatively
recent, urban development, in large part made possible by the widespread
marketing of commercial house paint. In the second place I will assess
the functions of King William gable-end paintings. From an examination
of the intentions of their painters, the locations in which they are
situated, and the rituals and ceremonies of which they form part, it will
become apparent that these murals should be characterized as works of
celebration and commemoration, rather than of sectarian challenge. And

thirdly I shall give some indication of the visual sources to which the
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Northern Ireland wall-painters have turned for their depictions of King
William.

From this it will become obvious both that these painters bring to
their works their own personal interpretation, and that their images
ultimately derive from mainstream European art traditions. In the

section titled The history of an image I shall therefore analyse in some

detail how various images of William III were transmitted to Northern
Ireland and how they were then developed and changed within the Irish
context. In particular I shall attempt to explain why certain
representations of William as a heroic, historical leader came to largely
supercede earlier, important depictions of him in the guise of a classical
emperor. My explanation will point to the linked importance of what has
been practically and artistically available to the makers of images of
William III in Northern Ireland, and what they have chosen to appropriate
from this available material.

In order to understand the impact of certain representations of
William on these local image-makers it is necessary to know a little of
the wider context in which those representations appeared and the living
rituals and ceremonies with which they were involved. I will therefore
devote two sections to these subjects. In the first, titled The visual
contexts, I will make a brief assessment of the contexts in which images
of King William have appeared, in an attempt to show how they may have
been challenged or reinforced by their visual setting. In the second,

titled Living images, I will show how at every stage in its development

Williamite imagery has acquired layers of meaning through its appropriation
to a variety of rituals and ceremonies.
Finally, having established how the image of William III became so

important in Northern Ireland, I will return to consideration of why it
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has remained so during the present troubles, in the section titled The

legitimate hero. My argument will be that the continuing popularity of

representations of William III in Ulster cannot simply be attributed to
vague concepts like folk tradition or inertia, or to the historical
importance of the King to Northern Ireland Protestants, important though
that is. Again I will turn to the images themselves. It is my
contention that it is by looking at the element in the depictions of
William which is most vehemently adhered to by Northern Ireland
Protestants, namely the white horse, and by considering the political
contexts in which apparently anomalous use of William III images has
been made, that one can discover why those images have remained sa

important to the Ulstermen of today.

Historical Explanations

In the second part of the television series, Ireland: A History,1

the painter of the Rockland Street mural (ill 6 ) was shown, talking
about the significance it had for him. He made three statements about
William III, the substance of which was as follows.

"He was King of England.

He was the head of the Protestant church. And I'm an Orangeman

so he must mean a lot to me.

He saved the Protestant people from being persecuted and

murdered by the Church of Rome, Papists as they're called here."
Robert Kee, who devised and narrated the series, devoted much of this

programme to explaining the fear of the Catholic, native Irish which

1. Broadcast on BBC 2 and Radio Telefis Eireann on 9 December 1980, at
9.30 p.m.
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exists amongst Ulster's Protestant settlers. This he saw as largely the
result of the bitter religious and political conflicts of the seventeenth
century in which the Protestant planters suffered greatly at the hands of
the Catholic population (and vice-versa). And this to Kee explained the
Protestants' devotion to the memory of William III, as their deliverer
from Catholic domination by his victory at the Battle of the Boyne im 1690.
Kee's analysis was an attempt to convey to both English and Irish
viewers1 how a particular interpretation of seventeenth century Irish
history shapes the attitudes of Ulster Protestants today. Other Irish
historians have tried to go back to the actual events of that century to
discover what were the attitudes to them of contemporary Protestants and
Catholics. A particularly close study of reactions to William III's Irish
campaign has been made by J.G. Simms.2 He concludes that William's
victory at the Boyne was by no means the decisive event that it is now
seen a; by Ulster Protestants. This was recognised in eighteenth century
Williamite celebrations which laid equal emphasis on commemoration of the
far more important Battle of Aughrim (23 July 1691) and subordinated both
to remembrance of William's birthday and landing in England (4-5
November). Moreover, according to Simms, neither in actuality nor in
contemporary appraisal was William's ultimate victory over James II the
defeat of the Church of Rome in Ireland. The situation in his view was
far more complex. The Irish campaign was a mere sideshow, part of a
larger European conflict in which the papacy was actually supporting

William III against French ambitions, although the extent of that support

1. The series was shown throughout Britain, including Northern Ireland,
and in the Republic of Ireland.

2. J.G. Simms, "Remembering 1690", Studies, Dublin, Autumn 1974, pp.
231-242.
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is debatable. 1In Ireland both Catholic and Protestant attitudes to
William were therefore confused. Catholics were embarrassed at William's
apparent use of papal aid to remove the Catholic James II from the
English (and Irish) throne. Many of them however had no great love for
James and recognised in the anti-sectarian terms of the Williamite
settlement (largely agreed to by the new monarch to please his Catholic
allies), a reasonably fair deal for themselves. Some Protestants on the
other hand, both then and subsequently came to the reluctant conclusion
that a Pope who seemed to have supported William must actually have some
good in him.1

Simms goes on to try to establish why William and his victory at
the Boyne should have come to mean so much to Ulster Protestants. Unlike
Kee he sees the reasons as lying not so much in the earlier religio-
political conflicts of the seventeenth century but in the direct impact
made on Ulstermen by William during his progress through the province and
in action at the Boyne.

William took two weeks to travel through Ulster. It was his first
excursion on Irish soil, and his only visit to the province. By all
accounts, it was one of the rare occasions when his normal unsmiling
reserve gave way to a warmth and good spirits which, after initial
uncertainties, kindled in the northern populace a wild rejoicing which,
according to an official report of the time, blazed out in "bonfires so
thick that the country seemed aflame."2 This progress culminated in the
Battle of the Boyne. It was the only significant Irish battle in which

both William and James took part, "a combat of kings" in which

1. Simms, op cit, pp. 231-3.
2. Official gazette quoted ibid, p. 238.
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"The reckless gallantry of William made a splendid contrast to the
indecision and craven flight of James."1

In this gallantry Ulstermen could feel they had personally
participated for it was the Enniskillen troops which William had chosen
to rally in the difficult crossing of the river which formed the turning
point of the battle.

Kee and Simms offer two different historical explanations for the
subject matter of the Rockland Street wall-painting (ill 6 ), but they
leave other questions unanswered. Why is King William represented in a
wall-painting? There is after all no apparent parallel to this practice
anywhere in western Europe. Why is this particular image of Willlam 111
represented? And what is the significance of both this practice and

this image?

Wall-paintings

Commentators on the William III wall-paintings have generally taken
one of two attitudes towards them. On the one hand there have been those
who have seen them as a form of sectarian graffiti, a view encouraged by
the onset of the present troubles. Thus in 1972 the Belfast lecturer,
journalist and critic Sean Breslin wrote of the Rockland Street mural

"What we have here ... is a splendid example of a traditional form
that has been handed on from generation to generation. To appreciate the
mural fully alcohol is desirable, although hatred, prejudice and the

n

right type of music also serve to induce the proper aesthetic response."

This was the voice of a spokesman from the Catholic community. But

1. 1Ibid, p. 234.
2, Sean Breslin, "By their walls you shall know them', Aquarius, Benburb

Co. Tyrone, no. 5, 1972, p. 66.
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certain Protestant groupings have taken the same attitude. Even
before the troubles, fine artists and their supporters in the Protestant
community were clearly embarrassed by the image of William. There is

not a single serious painting of him by them, and if they turned their
hand to a banner or a wall-painting depicting him, it was claimed that
they were at that time either very youthful, or very impoverished, or
both.1 And during the early years of the present conflict wholesalers of
loyalist emblems became somewhat shamefaced about their William III
images. In 1971 one shopkeeper complained

"Until recently you could go round to their showrooms and see all
the King Billy stuff laid out. But nowadays there is not a single
ornament or anything like that on view. You'll have to ask to see it
and even then they make you feel you are asking for something illegal."2

(It should be remembered however that it was during this period
that the Northern Ireland government brought in the Incitement to Hatred
Act and showed itself willing to implement it.)

The other common approach to the wall-paintings of William III has
been to view them as relatively harmless folk art. The art historian
John Hewitt described the murals as such;3 the Arts Council of Northern
Ireland initiated an abortive scheme in the mid 1970s to sponsor
photographic records of wall-paintings and arches for its Traditiomal

Arts Committee; and Bobby Jackson's murals in Derry (ill 9 ) have been

1. An employee of the Arts Council of Northern Ireland told me that
William Scott, the distinguished Ulster emigre artist, would be
very embarrassed if it became known that he had painted an Orange
banner in Enniskillen in his youth, and John Luke appeared to have
a similar sense of embarrassment about his youthful work on gable-
end murals (see John Hewitt, John Luke 1906-1975, Arts Councils of
Ireland, Belfast and Dublin, 1978, p. 4 and p. 66).

2. Ken Nixon, loc cit.

3. John Hewitt, "Painting and Sculpture in Ulster", in Sam Hanna Bell
et al, The Arts in Ulster, George Harrap, 1951, p. 93.




9. Bobby Jackson/Mural of William III landing at
Carrickfergus/1979/first painted ca 1916 in
Clarence Place, Derry/Photo: B. Loftus.
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preserved as a local monument although the street in which they stood
has been demolished for redevelopment.

This fashion for viewing Williamite images as folk art and little
else has really been a middle-class attempt to remove from these images
the embarrassing power they continue to have in actuality. Indeed both
of the accepted views of King William wall-paintings distance them from
the commentator himself and from any real context, whether political,
social or artistic. As a result the paintings become disembodied or are
allocated over-simplified functions. By examining them more closely and
returning them to their contexts it is possible to see that their real
significance is more complex.

In the first place these murals are a comparatively recent and
urban tradition. The earliest is claimed to have been painted by the
shipyard-worker John McClean in Belfast's Beersbridge Road in 1908,1
and all subsequent examples are to be found in the cities and larger
towns of Northern Ireland. There are some who argue nevertheless that
the custom is rooted in rural memories. Charles Brett, for example, in
his history of the buildings of Belfast, has claimed that the annual
repainting of the city's small terraced brick houses is a continuation of
the country tradition of whitewashing cottages and farmbuildings each
summer.2 As this practice is particularly marked in Protestant areas of
the city it has been tempting to see the William III wall-paintings as in
some respects an extension of it. What seems to have been more crucial
however is the commercial development of house-paints at the turn of the

century. Although some of the mural-painters used paint stolen from

1. "The First King William Painter", Ireland's Saturday Night, Belfast,
5 July 1958, p. 4. The painting no longer survives.

2. C.E.B. Brett, Buildings of Belfast 1700-1914, Weidenfeld and
Nicholson, 1969, p. x.
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Belfast's shipyards because it was of superior quality (and free), the
easier availability of ready-made decorating materials must have given
impetus to both the painting-up of urban houses and the execution of

King Billy murals. Significantly nineteenth century photographs of
Belfast do not show houses picked out in this fashion. Significantly too
similar house-~decoration in industrial Wales and lowland Scotland seems
also to date from the beginning of this century.

Clearly William III wall-paintings are not simply unchanging folk
art. Are they however sectarian images?

This is a difficult question to answer. It can I think be
approached in three ways, by looking at the intentions of the men who
paint the murals, by analysing the significance of their location and by
studying the rituals and ceremonies of which they form part. (Catholic
attitudes to King William images will be analysed at a later stage in the
following chapter.)

On the whole Protestant wall-painters appear to have been anything
but bigots. The Rockland Street lads think nothing of entering Catholic
areas of Belfast and are appreciative not only of the nearby Roden Street
community mural but also of the aesthetic qualities, as opposed to the
political message, of the recent H-Block wall-paintings (ill 19). Bobby
Jackson in Derry paints Hibernian drums as happily as Orange ones and
repairs many a Catholic statue. He welcomed Catholic neighbours to the
boisterous celebrations attending the annual redecoration of his street.
James Hume and his brothers, like many other East Belfast Protestants,
would tour Catholic churches at Christmas, looking at their cribs.

George Wilgaus helped paint the interior of the Catholic church in the
Clonard area of Belfast. (Aesthetic pleasure was mingled with financial
considerations. Catholics tended to pay better, he claimed.) Yet it is

unwise to paint too rosy a picture. The information about the Rockland
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Street group, Jackson, Hume and Wilgaus was almost entirely supplied by
themselves, either to this writer or to journalists working on Irish
newspapers, in other words to people to whom evidence of non-sectarian
attitudes would be assumed to be welcome. And it should be recorded
that one member of a Belfast wall-painting family has been jailed for
life for a murder committed with sectarian intent.1

The evidence of location however would make it appear that loyalist
wall-paintings were intended to serve as a focus for the celebrations of
the Protestant community, rather than as a deliberate taunt to Catholic
neighbours. All the examples known to me, whether past or present, seem
to have been located within Protestant areas ryather than a2t the Interface
with Catholic territory. (The Rockland Street King Billy can now be
clearly seen waving his sword towards the Catholic Falls but that is only
because of recent demolition work.) Most of these murals have been
painted either as part of the annual summer-season celebrations of
Williamite history, or as memorials to the victims of Belfast's perennial
sectarian conflicts. Sometimes the memorial paintings were personal,
like the George VI and Queen Elizabeth mural painted off Marme Street in
about 1938 in commemoration of the artist's younger brother, killed by a
sniper in an outbreak of political violence. Sometimes they were
communal, like the King William painting carried out in 1965, which was
sponsored by the Protestant Boys of Fleet Street band, as a memorial to
a group of Protestants killed during a bout of political gunplay in 1935.

Often they were ceremonially unveiled by local dignitaries.

1. Maurice Wilgaus, a close relative of the wall-painter George Wilgaus,
was given a life sentence in June 1975 for murdering a man he
thought to be a Catholic, but was in fact a Protestant ("Killer of
two gets life - twice", Belfast Telegraph, 4 June 1975, p. 4.)

2. Christopher South, "Ulster Wall Game", sunday Times Colour Magazine,
23 March 1969, pp. 60-61. The Belfast Telegraph, Monday 10 July 1933
has a photo of a recently unveiled mural commemorating the officers
and NCOs of the Ulster Division.
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The paintings carried out for the Orange celebrations have been
surrounded by convivial rituals. They are part of a whole frenzy of
decoration including bunting, arches and flags, and are generally
subscribed for on a bob-a-nob basis. Their completion is often marked by
a bonfire and street party, normally on "eleventh Night'", ie the eve of
the massive Twelfth of July Orange processions celebrating the Battle of
the Boyne.1 Always boisterous, these celebrations sometimes get wildly
out of hand. The large area of plasterwork missing from the right-hand
side of the Rockland Street mural (ill 6 ) is a result of an over-
enthusiastic bonfire in 1974, and Bobby Jackson remembers blowing in
all the windows in his street with an effigy packed too full of fireworks,
during one of his Eleventh Night parties.

It is admittedly difficult to determine whether all local
inhabitants have shared enthusiasm for William III wall-paintings and the
ceremonies associated with them. Asking people what they feel about the
murals does not always produce very reliable information. When I tried
to find out from two women in Howard Street South who had painted the
loyalist prisoners mural there (ill 7) they said that it could not have
been done by anyone local, that they strongly disapproved of it themselves
and that their only concern was peace. There was indeed a peace group in
the area at that time, but my hunch is that they were offering the kind
of replies appropriate for any stranger with an English accent who might
be assumed to be working either for the army or the press. It is, after

all, a rather large mural to paint without anyone in the area noticing or

1. For a description of "Eleventh Night" celebrations see below, p.
359.
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protesting.

Graffiti may perhaps be a surer indication of youthful feeling. It
is noticeable that William IIT wall-paintings, including the one in
Rockland Street, are not immune to graffiti of a Protestant nature.

If the role of William III wall-paintings in ceremonies of
commemoration and celebration can easily be missed by the uninvolved
observer, equally the variation in their style and their relationships to
wider art traditions can be obscure to those who have only a passing
acquaintance with recent examples of the genre. It is important to stress
that the earliest King William wall-paintings were part of a widespread
practice which included a considerable range of other subject-matter.
Memories and old photographs record elaborate scenes of historical events
dear to the loyalist heart. The ship named "Mountjoy" was shown breaking
the boom maintained by the Jacobites against the Protestant defenders of
Derry in 1688; Lord Roberts appeared flanked by two Boer War soldiers;
the Ulster Division went over the top at the Battle of the Somme in
action-packed detail; the Angel of Mons hovered over the battlefield; the
"Titanic", built in Belfast's shipyards, went down with all the appeal of
a disaster movie; King George V and Queen Mary were depicted at their

coronation, their gilt chairs behind them receding in sharp perspective;

1. Similarly caution rather than disapproval may have motivated the wife,
who, finding her husband had acquired a chest tattoo of King
William while drunk, sent him off to have the monarch's image
covered with flowers. Tattoos have proved to be dangerous
distinguishing marks since the onset of the present troubles. Gusty
Spence, leader of the illegal Protestant paramilitary Ulster
Volunteer Force, was identified by his tattoos when he was captured
by the British army in 1972 and plastic surgeons in Northern Ireland
have removed dnagerously political tattoos on a number of occasions
in recent years. See Richard Deutsch and Vivien Magowan, Northern
Ireland 1968-73, A Chronology of Events, Blackstaff Press, Belfast,
vol 2, 1972-3. p. 236 entry for 4 Nov 1972 and Alf McCreary,
Survivors, Century Books, Belfast, 1976, p. 216.
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the visit of the Prince of Wales to Northern Ireland was commemorated by
a mural showing him playing the great Lambeg drum, favourite instrument

of Orangemen; and Victory was celebrated in 1945 with a rising sun and
fly-past of aeroplanes.1 King William himself, although always neatly
depicted and always shown in the same heroic pose, was subject to enormous
personal variation.

Admittedly the sources used by the painters were often limited. A
newspaper photo shows the Dowie brothers discussing a "print" of King
William (which looks more like a bannerette) before repainting the Rockland
Street mural in 1968;2 James Hume, an East Belfast painter working
between 1918 and 1920 is known to have relied initially on a postcard for
his designs; and one of the Johnston postcards (ill 10) was used as the
basis for the Jackson mural in Derry of William III's landing at
Carrickfergus, first painted in 1916 and the only exception to the
standard heroic image (ill 9).

Yet the Jackson murals are superb, vigorous and personal in their
execution. The face that such a fine work could derive from so meagre a
source indicates the crucial role of individual skill and imagination in
the production of these gable-end paintings and belies the customary
belief in the unvarying nature of 'folk art'. However well-established
the basic format the element of personal interpretation has always been
important. There have been King Billys as elegant as an eighteenth-century

portrait3 or as boisterously vulgar as a piece of pop—art.4 And

1. I am grateful to Mr Douglas Deane, formerly of the Ulster Museum, for
showing me some of the photographs he took of these early Belfast
murals in the late 1950s.

2. News Letter, Belfast, 12 July 1968, p. 2.

3. eg the now much faded mural on the outskirts of Ballymena.

4. eg the mural off Montague Street in Portadown, now destroyed. I am
grateful to Mr Weatherup, curator of Armagh County Museum, for
giving me a slide of this mural.



10. Irwin/Postcard of William III landing at Carrick-
fergus/1981/first issued ca 1900/photo-gravure/
published by William Johnston, Belfast.
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individual murals have been changed with practically every repainting

even if the same man or group of men was responsible. The Rockland Street
image was first painted in the late 1930s by a man called Johnston from
nearby Roden Street. From 1945 to 1979 it was maintained by a group of
men in Rockland Street who retouched it every time the paintwork suffered
as a result of the traditional bonfire lit in front of it on the night of
eleventh July. I have photographs of the mural taken in the 1960s, 1975
and 1979. At each stage there are differences both in content and in
style. Repetition almost inevitably involves change but some of these
differences were deliberate. The caption to the News Letter piece on the
Rockland Street mural in 1968 claimed that it was being entirely
remodelled for the first time in thirty-nine years, and a few streets away
another wall-painter, William Warlow, claimed that each time he painted a
King Billy gable—end he made it slightly different.1

Indeed it needs to be emphasised that many of these murals were
painted purely for the artist's own pleasure, often with sublime disregard
for personal comfort or public proprieties. James Hume for example woul&
get up at 5 am to put in a couple of hours on a mural before starting work
in the shipyard. He would seize on a suitable wall regardless of who
owned it, even using the side of a local police station, painting away
whenever the coast was clear.

These wall-painters have been politically independent men, often
with considerable artistic skills. Their murals, as we have seen, form
part of community rituals, but they have not simply been crude repetitionms
of a sectarian formula or the subject of committee decisions by local

loyalists. The artists might occasionally be Orangemen themselves but

1. Conversation 27 July 1976.
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they have been prepared to challenge Orange tradition if it dissatisfied
them. Bobby Jackson for example claims that he only changed the colour
of William's horse from unfashionable black to the probably inaccurate
though traditional white because of a deathbed request from his mother.
Jackson is the kind of man who has been able to dictate his own terms,
commanding respect with his trained skill, his wide ingenuity and his
ability to draw on the resources of learning. He can turn his hand
equally well to the marbled and wood-grained walls of his own house, the
elaborate lining out of ceremonial cars, the painting of banners, the
decoration of drums and the building of the great effigy of Lundy burnt
at the commemoration of the siege of Derry. For his wall-paintings he
took great pains to get the details historically accurate, consulting the
antiquarian collection of local history books in the strong room of
Derry's Protestant cathedral to which, as verger, he had the key. George
Wilgaus, who painted many of the murals in the Shankill area of Belfast
between the wars, was the same kind of man. He trained as a sign-writer
but turned his hand to both wall-paintings and banners. Clearly he was
a good hand at depicting horses, for one of his advertisements for
Gallaher Tobacco was a war-horse jumping over a stile. (This was the
period when such advertisements were still painted direct onto walls.)
His uncle was an academician and he himself had exhibited locally,
mingling with professional painters like William Conor, from whom he
often sought advice.

In recent years these skilled men do appear to have been lacking.
The decline in the number of William III wall-paintings and their
replacement by purely heraldic imagery, like the flags and coats of arms
used in the loyalist prisoners' mural painted in Howard Street South in

the mid-seventies (ill 7 ), does not seem to be due solely to the impact
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of the troubles. One of the men who carried out the Howard Street mural
is the gentleman with the splendid King Billy tattoo (ill 8 ). He told
me that he had wanted to paint a traditional William III like the old
mural in nearby Silvergrove Street which he greatly admired, but had
simply lacked the skill. (I find it hard to understand though why he
should not have drawn upon the expertise of his tattooist, whose shop is
just across the road from the Howard Street South mural.) However the
street corner boys in Rockland Street who intend to maintain their
fathers' mural are not lacking in painterly expertise or appreciation.
They have no specialist art-training or craftsmen's skill, but their
knowledge and appreciation of wall-paintings in Northern Ireland is
considerable, and one of their number has carried out murals in a Belfast
pub which derive from record-sleeves but are strongly structured and

well-executed.

The history of an image

It should by now be clear that King William wall-paintings are not
simply folk art or sectarian graffiti but part of a complex, urban
practice. They are made for local communities and for personal pleasure
by men who are by no means as separate from the fine art world as some
commentators would like to believe. And indeed the images they use can
ultimately be traced back to the mainstream traditions of European fine
art. It is the art history of the King William murals that I wish to
examine in this section, because various choices made in the course of
it have crucially affected both the style and the meaning of the image of
William III that can be seen painted on gable-end walls in Northern
Ireland today.

The first important Irish depiction of William III was very



66

different from the figure represented in present-day images of the king.
In 1700, only ten years after the Battle of the Boyne, and while William
was still alive, the Dublin Corporation resolved to raise a monument to
him. This was completed in 1701 and erected in College Green, in front
of Trinity College. It showed William on horseback and wearing classical
rather than contemporary costume (ill 11).

The practice of honouring rulers by equestrian statues dates back
to Roman times.1 It was revived in Italy during the Renaissance and
reached England during the seventeenth century. By showing leaders in
Roman costume sculptors at this time imbued them with the timeless
nobility of the classical period; by depicting these leaders on horseback
they emphasised their role as conquerors rather than as rulers. The
choice of this style of memorial by the inhabitants of Dublin was also
linked to the local political and cultural ambience at this time. The
city was at the height of its power as the Irish capital, and neo-classical
elegance, rationality and timelessness smoothed over some of the
seventeenth century obsession with conflict, religion and mortality.
Grinling Gibbons, who carried out this statue, was however better known
for his decorative wood-carving than his sculpture and his portrayal of
William III seems to have fallen somewhat short of the models to which
it aspired. This photograph was taken not long before the monument was

finally dismantled in 1929 following a republican bomb attack.2 As we

1. A particularly influential Roman equestrian statue was the monument
to Marcus Aurelius, illustrated in Frances Yates, Astraea,
Routledge & Kegan Paul, 1975, Plate 1. Gibbons was clearly aware
of this figure when he made the William III statue.

2. The private parts of William's horse were used to patch Dublin water
pipes during the second World War. Other parts of the statue have
recently reappeared in the Dublin Corporation Yard and are now in
Dublin Civic Museum. See Nigel Brown, "King Billy turns up in bits",
The Irish Times, 27 Nov 1981 p. 13; Frank Kilfeather, '"Dublin
patches it up with Billy", The Irish Times, 10 Feb 1982, p. 1 and
photo in The Irish Times, 27 Nov 1981 p. 13.




11.

Grinling Gibbons/Statue of William III/1701/
dismantled 1929/lead on stone pedestal/College
Green, Dublin/Photo: Robert French for W.M.
Lawrence/Copyright: National Library of Ireland.
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shall see, the statue had already suffered many attacks by that date.
Possibly as a result of these, possibly due to Gibbons' inadequacies as
a sculptor, it lacks presence.1 The front half of the horse is
anatomically curious and William looks like a stiff dummy dropped omnto
his mount from above.

Yet this statue was to dominate the cult of King William throughout
the eighteenth century and was never entirely to be forgotten. It has
had a particularly strong influence on the imagery of the Orange Order,
the Williamite Protestant society which was founded in Ireland at the end
of the eighteenth century and to which the painter of the Rockland Street
mural belonged. It has consistently been used as the Order's official
emblem, featured on the title-pages of its rule-books from the nineteenth
century to the present day (ill 12), on many of the certificates issued
by the society before the mid-nineteenth century, and on the vast
majority of the seals used on these certificates whether they are wax or
smoke. It also appeared on a number of more popular items associated
with the Order in its early days. The splendid pre-1800 Newtown
Mountkennedy banner from County Wicklow and various pieces of china

clearly intended for Orange use, and believed to have been manufactured

1. Gibbons is also believed to have been responsible for the earlier and
equally unsatisfactory statue of James II standing in classical
armour, now outside the National Gallery in London (Rupert Gunnis,
Dictionary of British Sculptors 1660-1851, Odhams, 1953, p. 169).
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12. Title page of Orange Order rule book/1967/letter-
press/actual size/Ulster Folk Museum.
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around 1800, all bear this classical figure.1

From the end of the eighteenth century however the classical Dublin
statue image of William was increasingly challenged by representations of
him in contemporary costume and adopting a more combative, heroic stance,
waving a sword rather than a baton. The earliest examples of this kind
of imagery can be found in the coins, medals, paintings and prints issued
in celebration of William's victories in Ireland, first by artists from
his native Holland and then by the Irish themselves.

At the time of William's Irish campaigns the Dutch were strongly
established as Europe's leading visual propagandists. One medium which
they used to particular effect was the commemorative and symbolic medal,
and the examples of these which celebrate William III's victories in
Ireland made a considerable impact on later images of the monarch produced
in that country. A number of these medals show the King in the same guise
of the timeless Roman emperor as the Dublin statue, although generally it

is only his bust which is depicted. Many of them however

1. The earliest Orange rule-book I have seen is dated 1814 and
was printed in Dublin; the latest is dated 1967 and
printed in Belfast. Both carry a representation of the Dublin
statue on the title page. They are in the Ulster Folk Museum. The
Folk Museum also has a good collection of Orange certificates while
Armagh County Museum has several interesting local examples, both
printed and hand-drawn. On early warrants and seals see R.M.
Sibbett, Orangeism in Ireland, Henderson, Belfast, 1914-15, vol 1
p. 233 and vol 2, p. 19. The Newtown Mountkennedy banner is in
the Ulster Folk Museum. It is illustrated in Richard Broad et al,
The Troubles, Thames/Futura, 1981, p. 56. Armagh County Museum has
a Boyne Orange Society banner made for a pre-Orange Order society
(ie pre-1 5), which bears a classical bust of William. There are
several Orange punch-jugs extant which bear the classical figure of
William III. A good example is the Royal Independent Orange Society
Jug in the Ulster Museum which was made in Liverpool round about
1800. There is also a tea or coffee set which shows the statue
surrounded by a Greek key border. Pieces of it are widely distributed
and can be seen in the Ulster Museum, Armagh County Museum, and
Dublin Civic Museum. Such examples as I have examined appear to
carry no recognizable maker's mark, although on stylistic grounds one
might hazard a date of ca 1800.
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represent William as a historic, heroic leader, mounted on horseback,
dressed in contemporary costume, leading his troops into battle (ill

! Although it appears almost impossible to establish whether any

13).
of these items were actually produced in Ireland - the only one which
certainly was, is the medallion bearing the classical bust of William
executed by James Roettier and presented by William III to the City
of Dublin in 16982 - they certainly reached the country in great
quantities and the nature of their imagery would not have been totally
unfamiliar to its inhabitants. There is an ironic footnote to these
medallic representations of William III which serves as a kind of cau-
tionary tale, a warning - pace Simms - against identifying too
closely a particular kind of image with a specific historic subject.
Roettier, who was a brilliant Dutch medallist, is generally believed
to have been the designer of James II's so-called gun money, issued in
1690, in which the King's equestrian pose, sword in hand, hitherto
unknown in Irish currency, was clearly a forerunner of the Williamite
imagery.

William also appeared as a heroic equestrian figure in the paint-
ings of his Irish campaign made by the Dutch artists Dirk (or Theodor)
Maas and Jan Wyck. Maas is known to have been present at the Battle

of the Boyne as painter to King William. A sketch that he made there

formed the basis for his paintings of the battle. It seems likely

1. See also such examples in the National Museum, Dublin as NM 66—
1908 and those described in Edward Hawkins, Medallic Illustra-
tions of Great Britain and Ireland to the Death of George II,
ed Augustus W. Frank andHerbert A Grueber, British Museum, 1885
vol I pp. 715-716 and Phelps Warren, "Glass relating to William
III", Journal of Glass Studies, Corning Museum of Glass, New
York, vol 15, 1973, plate 4.

2. Hawkins, op cit, vol 2 frontispiece & p.197; and Rev Henry Richard
Dawson, "A Memoir of the Medals & Medallists associated with
Ireland", Transactions of the Royal Irish Academy, Dublin, vol
19, 1843, p. 6. The Roettier medal depicts a bust of William.

3. 1Ibid. p. 5; Belfast Museum and Art Gallery, Quarterly Notes, Bel-
fast, no 5, March 1907, plate II; and Dr A.E.J. Went, Irish
Coins and Medals, Eason, Dublin, 1978, ill 36.




13. Jan Luder/Dutch medal commemorating the Battle of
the Boyne/1690/silver/diameter 2.25 ins (5.8 cms)/
British Museum/Photo: BM.



that Wyck was present at the Siege of Derry.1 There are numerous
records of supposed Maas and Wyck portraits of William III in Irish
collections, including the Ulster Museum.2

There are also firm traditions in Ireland that the many sup-
posed Kneller portraits of William III and his consort Mary to be
found in the country's big houses, were gifts from the monarch in
gratitude for services rendered during his Irish campaign, much
like the signed photographs now dispensed by the Royal Family in
Britain. These portraits are generally busts or half-lengths. They
show William full-face in contemporary ceremonial dress.3

In a sense the production and reproduction of this kind of
image of William III was almost as mechanical as the making of
photographs, for it was the Netherlandish Kneller who really intro-
duced the English to the factory manufacture of portraits.

"Kneller, who was adopted by the English, painted nothing but
portraits. He used to say 'I paint the living that I may be enabled
to live.' His practice was to paint the heads and hands of his pic-
tures only; the draperies, ornaments and backgrounds, were painted
by English, Dutch and Flemish artists. It was Sir Godfrey who
established in England this practice of manufacturing portraits,
which has since been brought to great perfection in our country. A
modern author remarks that 'in England they get up portraits as they
manufacture pins; each passes through several hands - one making the
head, another the point. They will soon require as great a variety

of artists to produce a whole-length portrait as are required of

1. Anne Crookshank and the Knight of Glin, The Painters of Ireland,
c. 1660-1920, Barrie and Jenkins, 1979, p. 38.

2. The lists kept by the National Portrait Gallery are particularly
informative.

3. Typical examples can be seen in the hall of the Lenox-Conynghams'
former home of Springhill in Co Tyrome, now a National Trust
property.
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tradesmen to equip a petit maitre."1

As John Hewitt has remarked, the likenesses of General Schom-—
berg and Bishop Walker, two other heroes of the Williamite campaign
in Ireland, appear to have been manufactured in the same way for
they are usually represented in the same armour and pose as those
of King William.2 There appears to be no confirmation for his sup-
position that these canvases were supplied or imported unfinished
and the faces filled in locally but this does not mean that local
artists were backward in supplying memorials of William III to
patrons in Ireland. True, the splendid tapestries of The Defence

and the Relief of Londonderry and The Battle of the Boyne set up in

the newly built Irish Houses of Parliament in 1733 were designed by
another Dutch artist, Johan van der Hagen,3 but it was Dublin pain-
ters who happily churned out portraits of William during the early
eighteenth century,4 and it was Dublin engravers who from the 1740s
ensured a truly widespread knowledge of the extant paintings of King
William.5 The considerable output of Irish Williamite prints at

this time, mostly after the Kneller and Wyck portraits, may be attri-

buted partly to the belated flowering of print-—engraving in Dublin,6

1. John Pye, Patronage of British Art, 1845, facsimile reprint by
the Cornmarket Press, 1970, p. 36, footnote 27. Pye was quot-
ing from "the letter of the Abbe Le Blanc to the Abbe du Bos,"
written about 1738. Pye's work is splendidly opinionated but
his opinions were very much those of the time.

2. John Hewitt, "Painting and Sculpture in Ulster", p. 75.

3. W.G. Strickland, A Dictionary of Irish Artists, Maunsel, Dublin,
2 vols. 1913, entry on Johan van der Hagen. The parliament
building, now the Central Bank of Ireland, is in Dame Street
in Dublin. The tapestries may still be seen there.

4. W.G. Strickland, op.cit, entries on Thomas Carlton, Thomas
Hardy, Michael Mitchell and Thomas Pooley.

5. 1Ibid, entries on John Brooks, Michael Ford, Andrew Miller and
Richard Purcell; and Freeman O'Donoghue, Catalogue of the
Engraved British Portraits preserved in the Department of
Prints and Drawings in the British Museum,vol 4, 1914, p.479ff,
William III, nos 50, 65, 69 and 85.

6. See Bruce Arnold, A Concise History of Irish Art, Thames and
Hudson, London, 1969, p. 72.
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and partly to the widespread urge to commemorate the fiftieth anni-
versary of William's Irish victories. We know for example that John
Brooks' 1744 engraving after a Kneller portrait was specifically
commissioned by John Sproule of Athlone at a time when there was a
project afoot to erect a statue to King William in his native town.
By the mid-eighteenth century therefore, both Dutch and Irish
artists had created numerous representations of William III as a
contemporary hero, challenging the classical image of the Dublin
statue. However undoubtedly the most influential "heroic" image of
William III was the painting of the Battle of the Boyne by the Anglo-
American artist Benjamin West, which was first exhibited at the newly-
established Royal Academy in London in 1780. There is no record of
the painting ever having been in Ireland but engravings after it very
soon reached the country. In 1781 West himself, in collaboration
with John Hall, published a print of the picture, copies of which can

be found in Irish collections;2 in 1798 a booklet of Constitutional

Songs carried a reproduction of the West image on its title—page;3 by
the 1820s a lithograph version can be found in a songbook produced
for the Apprentice Boys, a branch of the Orange Order;4 and during
the same period the painting was being reproduced on an elegant silk
handkerchief which has been proudly framed and displayed in the house

of at least one leading Planter family in Ulster (11114).5

1. W.G. Strickland, op cit, entry on Brooks.
2. There is one in the Ulster Museum's Local History collection.

3. There is a copy of this booklet in the National Library in Dub-
lin. No place of publication is given but another Constitu-
tional Songs was published in Cork in 1799-1800 by A. Edwards.

4, The Protestant True Blue, Loyal Songs, Toasts, And Sentiments,
J. Charles, Dublin, ca 1820. There is a copy in the Ulster
Folk Museum.

5. The house I am referring to is Springhill (see above, p. 70
note 3 . The handkerchief was acquired at an auction in the
early 1950s by Captain William Lenox-Conyngham. There is a
further example in Armagh County Museum.



14. Benjamin West/Silk handkerchief engraved with the
Battle of the Boyne/ca 1820/approximately 31} x

314 ins (80 x 80 cms)/Armagh County Museum/Photo:
Bill Kirk.



Engravings on glass also served to disseminate the image of
William III in Ireland. The use of engraved glasses for the drink-
ing of Williamite toasts dates back to the early eighteenth century;
the custom was certainly well-established in 1713 when the Bishop of
Cork, also Provost of the pro—-Anne and anti-William Trinity College,

roundly condemned it in his pamphlet Of drinking in remembrance of

1

the dead.  Although glass was being made in Dublin from about 16902
the earliest such glasses were for the most part imported from Eng-
land and Holland.3 By the second quarter of the eighteenth century
however an increasing number were engraved in the Irish capital,
mostly by English or German craftsmen.4 From this time until the

end of the century the images of King William which they carried were
almost entirely based on medals and coins. Thus the toasting glass
which was probably made for the Roe family of Ballyconnell House, in
the former Ulster county of Cavan,5 and Archbishop Cobbe's great lov-
ing cup, (i1115),6 both probably engraved around the middle of the
century, possibly by the Dublin man, Joseph Martin,7 carry respec-

tively the classical bust and the contemporary military leader

mounted on horseback, both clearly based on Dutch medals.

1. Edward Rogers, Revolution of 1688 and History of the Orange
Association of England and Ireland, W. and G. Baird, Belfast,
1881, p.15 and Simms, op cit, p.235.

2. Irish Glass, ROSC exhibition catalogue, Dublin, 1971, p.5.

3. Wilfred A. Seaby, Irish Williamite Glass, Ulster Museum, Belfast,
1965, p. 1.

4. 1Ibid.

5. 1Ibid, p.3 and plate II b.
6. Ibid, pPp.2-3 and Phelps Warren, op cit, p.119,

7. Seaby, op cit, p.4.



15. Joseph Martin?/Archbishop Cobbe Loving Cup/ca 1745/
engraved glass/12} ins (31.8 cms) high/Ulster Museum/
postcard: UM,



74

There was by now an increasing tendency to relate the heroic
image of William to that of contemporary leaders. Many of the
pieces of glass made in the 1740s commemorate not only the fiftieth
anniversary of the Boyne but also contemporary victories over the
Jacobites. Thus the toast inscribed on the Cobbe cup includes '"The
Pretender" as well as "The Pope, and all Enemies of Protestant
Religion'" in the candidates for "Perpetual Disappointment." It is
hardly surprising therefore that King William occasionally takes on
the features of current defeaters of the Jacobite cause. For
example, on a decanter dating from the late eighteenth century and
now housed in the Philadelphia Museum of Art he closely resembles
the Duke of Cumberland.1 The models used here were probably con-
temporary examples celebratingthe Duke's victory at Culloden,2 and
at the end of the century a number of glasses appear in which the
classical bust of William takes on the Hanoverian features of George
IITI as shown on his coinage.3 The equestrian figure was changing
too, becoming less and less regal, and more and more like a contem-
porary soldier or country gentleman, a metamorphosis which is com-
pleted in the Napoleonic military commander, incongruously wreathed
with classical laurel, on the magnum made for the Loyal Dungannon
Orange Society, and in the dumpy little Regency squire who trots
across the rummer which originally belonged to the strongly Orange
Waring family. Both are Northern pieces, dating from the first
thirty years of the nineteenth century and may possibly have been made

in Belfast where Benjamin Edwards was engraving glass from the 17705.4

1. 1Ibid, pp. 4-5, plate Illa.

2. 1Ibid, plate VI, e-h.

3. 1Ibid, p. 8 and plates VIII d-g and VI i-1.
4. 1Ibid, pp. 12-13 and plate VII d and e.
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It was not only on engraved glasses that William was identfi-
fied with contemporary leaders. A Belfast broadsheet, printed by
Joseph Smyth some time between 1824 and 1854, also showed the
monarch on horseback as a Napoleonic commander (i1116)1 and there
is an interesting group of transfer-printed mugs and punch-jugs
widely distributed north and south of the Border, which represent
William as a landlord figure.2 These mugs and jugs were clearly
intended for use by Orange lodges for the Armagh jug is inscribed
"Wm Plunket/Orange Lodge/No 1294/Armagh 1822." 1In addition to the
figure of William all the pieces carry a chart of Orange Order
emblems (which is slightly variable) and some of them have floral
decorations and a scene of two men wearing top hats and sashes,
holding up a crown beneath an inscription which says "Let Brotherly
Love Continue." All of these designs are transfer-printed in black
and then hand-coloured. None of the pieces bear a maker's mark. It
is tempting to see them and the tea or coffee sets bearing the image
of the Dublin statue as of Irish manufacture, but although transfer-
printing is known to have reached the country, the few verifiable
examples date from the mid-eighteenth century.3

By the mid-nineteenth century therefore, the classical, time-
less, imperial Dublin statue image of William III perpetuated in
official Orange Order imagery was being challenged by his represen-
tation as a heroic, contemporary, combative leader, not only in fine
art productions acquired solely by the aristocracy, but also in the
popular imagery made available by the earliest forms of mass-

production. Indeed this new image must have had considerable appeal

1. In the Linen Hall Library, Belfast.

2. There are jugs in the Ulster Museum and Armagh County Museum and
a mug in the National Museum in Dublin.

3. See Irish Delftware, ROSC exhibition catalogue, Dublin, 1971,
pp. 125-6.




The Defeat of
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16. William III broadsheet/between 1824 and 1854/
wood-engraving/164% x 203/, ins (42 x 52.8 cms)/
printed Belfast/Photo: Sean Watters



for members of the Orange Order itself. The engraved glasses and
transfer-printed mugs and jugs were clearly designed for their use
and from this time the heroic William dominated both their non-
official publications1 and the banners which were increasingly
used in their processions.

We know that banners of William III were carried by the Orange
Order from their first parades in 1796, when the hostile Northern

Star said that:

"Their colours, which were new and costly, bore on one

side, King William on horseback and (will it be

believed?) on the reverse King George the Third!!!" 2

As we have seen the only such banners which survived from this
period show William in classical guise, but it is difficult to tell
from contemporary descriptions whether this was the general case.
What we do know is that the Dutch monarch remained the favourite
subject for Orange banners throughout the first half of the nine-
teenth century. A traveller passing through Tandragee during
Orange Order celebrations in 1812 said of the banners and colours
that they were:

"more remarkable for loyalty than taste or variety, for

King William on horseback, as grim as a Saracen on a
signpost, was painted or wrought on all of them." 3

1. See the collection of Orange publications in the Ulster Folk
Museum.

2. Northern Star, Belfast, Monday 11 July to Friday 15 July, 1796.
This description of the subject matter of the banners is con-
firmed by other contemporary accounts. In 1797, participants
in the Lisburn procession carried "the figure of the best of
kings, miserably depicted on divers banners ... rather like a
great fool" (contemporary account, quoted by Hereward Senior
in Orangeism in Ireland and Britain 1795-1836, Routledge and
Kegan Paul, 1966, p. 41) while in Belfast the banners '"dis-
played representations of King William the 3rd on horseback,
the Crown and the Harp, or the Crown alone, with appropriate
mottoes as well as symbols and mottoes appropriate to Ennis-
killen, Londonderry, the Boyne and Aughrim (Belfast News
Letter, Belfast 14 July 1797).

3. John Gamble, A View of Society and Mamners in the North of Ire-
land, in the Summer and Autumn of 1812, C. Cradock & W. Joy,
1813, p. 35.




And in the summer of 1845 The Nation, which reported loyalist
demonstrations with a detailed, if jaundiced eye, remarked of the
Orange processions that the equestrian figure of William III appea-
red on all the banners carried.1

Such parades were in fact generally banned from the 1830s to
the early 1870s, apart from a brief spell of freedom between 1845
and 1850. The first serious challenges to this ban were made by a
number of Orangemen in 1867 and 1868, prominent amongst whom was
William Johnston of Ballykilbeg. There is a splendid applique ban-
ner of William III in his heroic guise, said to have been made in
Crossgar in 1867.2 As Crossgar is quite close to Ballykilbeg it is

tempting to see in this image an association with Johmston's fight-

ing stance on the right of Orangemen to process. Certainly Johnston
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seems to have encouraged this kind of image of William for it appears

on a number of Orange certificates printed in the 1860s at the office

of his newspaper, The Downshire Protestant.

It was however the industrialists of Belfast, Liverpool and

Glasgow, that close trading triangle based on the cheap water trans-
port of the late nineteenth and early twentieth century, who finally
confirmed the Orangeman's allegiance to the heroic King William. It
was Belfast firms who now produced the bulk of the banmers and drums

paraded in Orange processions.3 It was Glasgow and Liverpool indus-

trialists who mass-produced the cheap illustrated books, the song-

1. The Nation, Dublin, 16 August 1845, p. 725 and 23 August 1845, p.

742,
2. Recorded in a slide made by the late Aiken McClelland.

3. The chief Belfast banner-painting and drum-making firms of Brid-
gett's and Hewitt's were both well-established by the close of

the nineteenth century.



Sheets,1 the gaudily-coloured prints,2 and the shoddily-decorated
china3 which must have flooded Loyalist homes at this time. And
it was a Belfast printer, William Johnston, who commissioned the
painting which, by its dissemination through postcards and prints,
still available today, codified and formalised the authorized icon
of the heroic King William. Other loyalist imagery was promoted
at this time whether in prints, ornaments or banners, but it was
the heroic figure of William that was to remain dominant.

The brief art-history of images of William III given in this
section makes it plain that the heroic, historic figure so fami-
liar in present-day Ulster is a formula arrived at by a series of
choices. A variety of other images of the monarch have been avail-
able to Northern Ireland Protes