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1. INTRODUCTION

The aim of this bachelor’s thesis is firstly to provide basic information about the
topic of the translation of technical text and the topic of Irish culture, secondly to
translate a part of a book connected with Irish culture and thirdly do the analysis of this

translation and add a glossary.

The thesis will be divided into two parts — theoretical and practical. To begin
with theoretical part, it will deal with theory of translation and with short history of
Ireland which is connected with Irish dancing and also provides information about Irish

dances themselves.

The practical part will be dedicated to a translation of some parts of a book Irish
Dancing Costumes their origins and evolution written by Dr. John Cullinane, then to

text analysis and also to a glossary.

The theory of translation will be focused on translation of technical text hence at
first we will define the technical text and then types of translation will be discussed.
Theory of translation of technical text will follow after and this will contain issues of
translation of proper nouns. Finally, there will be mentioned mistakes in translation into

Czech which should be avoided.

The part that concentrates on Irish history and Irish dances will help to illustrate
some details in translated book. This theoretical part should be helpful during writing
the text analysis. The historical review should cover all important events which have

influenced Irish culture.

The main chapter of this thesis will be the translation of chosen parts from the
book Irish Dancing Costumes their origins and evolution “The objective of this present
work is to trace the origins of Irish dancing costumes and the changes that they have
undergone. This has been done by reference to and inclusion of some 73 photographs
dating from 1892.” [1]

Further, text analysis will contain two parts. First part will deal with semantic
aspect of the translated text and the second part will include morphological and lexical

analysis of the text.

Finally, glossary will comprise vocabulary from the field of Irish dances and

garment industry.



2. ABOUT TRANSLATION

2.1. CHARACTERISTICS OF TECHNICAL TEXT

“The aim of technical text is to give specific, clear and relatively complete
information, which has certain inside logical arrangement and is focused on the notional

aspect of the statement.” [2]

In general technical text is mostly written as monologue. It is unambiguous
(word order is important), motionless, without connotations and expressivity, full of
terms. It mostly avoids synonyms, words are often repeated. User can find enumeration,
intralingual translation such as reformulation or apposition, explanatory notes. The

language has an informative function. Text is often accompanied by charts or schemes.
3]
We can find some typical sentence structures such as infinitives or participles.

Author also uses transmutation, which means he writes signs instead of words. It is

common mainly in scientific texts. These condense the text. [4]

“Texts tend to be fairly syntactically complicated.” [5] It is essential to use
discourse markers and conjunctions to show relations between clauses in particular
sentences and between component ideas. Omission of that and other ellipses are

avoided. [6] It makes the text more comprehensible. [7]

Use of passive voice has a substantial role in the technical text. Agentive and
agentless passive voice are both used, however, we can find agentless passive voice
mostly since the doer is not as significant as the object in sentence in active voice.

Passive voice and impersonal constructions make the text objective. [8]

Author adverts to other writings, uses paraphrasing or quotes. Technical texts
differ one from another according to their field. Texts from humanistic field are closer
to fictional style. On the other hand texts from the field of mathematics have structured

international form which helps reader with better understanding. [9]

“The most noticeable differences are evident between humanistic and natural
scientific disciplines. Humanistic texts are formally less stable, more variable in choice
of stylistic methods and in composition.” [10] “Means of artistic style are also

employed in them.” [11]



2.2. TRANSLATION OF TECHNICAL TEXT

To begin with, understanding of source text is essential in translation in general,
especially in translation of technical text. It is important that translator is specialist in
both languages (source and target) and that he/she has also knowledge in translated
field. The translator often consults with both specialists speaking source language and
specialists speaking target language. But translator has to have at least basic knowledge
in the translating field in order to be able to understand the text even before

consultation. [12]

Moreover, standards for a quality translation are naturalness, identical meaning
which influence the reader identically in both languages (source and target language)

and that the dynamic of speech is unchanged. [13]

“It is possible to correctly transform technical texts to learned language and to
maternal language as well. Target and source language could be interchanged

arbitrarily.” Still, the translator should master both source and target language. [14]

It is desirable to touch on a translation of proper nouns as the subject of this
work is a translation from the field of Irish culture and it is likely to come across some

proper nouns during the translation.

“Proper nouns (proper names) are the words which name particular people,
organization or places.” [15] It is likely to adopt the word when translating names of
places or people. For example: Birdie — Birdie, New Orleans — New Orleans. Or we use

a partial equivalency as follows. [16]
“Czech adaptation: Cadillac — Cadillak, Doctor Fritz — Doktor Fricek;
Calk (at least partial): North Carolina — Severni Karolina;
Loanwoed: software;
Omission: jar of her walking: jeji krok.” [17]

According to Czech rules of spelling, names of people and places written in
Latin alphabet usually adopt their origin names. Some of them use their Czech
adaptation. If they are not originally written in Latin alphabet, transcription or

transliteration is used. Some names of people are used with Czech adaptation of their



first name and Czech adaptation is also used with names of kings, the Pope, etc. [18]

Gender inflection is not obligatory. [19]

2.3. TYPES OF TRANSLATION

Jakobson distinguish three types of translation:

1)

2)

3)

“Intralingual translation (rewording)” which is an interpretation of a
statement in one language by other words in same language. [20]
“Interlingual translation (translation proper)” which is an interpretation of a
statement in one language to another language. [21]

“Intersemiotic translation (transmutation)” which is an interpretation of

words of a statement to another form of communication (non-verbal). [22]

Based on this classification, Knittlova offers four subcategories of Interlingual

translation:

1)

2)

3)

4)

Interlinear translation which is an uttermost form of literal translation. It is
possible to use it in descriptive linguistics or generative grammar where its
usage could have a good reason. In translation between two closely related
languages (which has similar grammatical structure and rules) is also
possible to use it. [23]

Example: I did not want to hurt you. — Ja nechtél ublizit tobé&/ty.

Literal translation is a translation of separate lexical units regardless their
contextual meaning. It is grammatically correct nonsense. We have to pay
attention to collocation and idioms. [24]

Example: “l ordered him to brush his teeth. — Porucil jsem mu, aby si
vykartacoval zuby.” [25]

Free translation or unduly free translation is considered as false, it does not
take a language register, stylistic features, connotation etc into consideration.
Translator adds some information to source text, which could change
meaning, or misrepresent the meaning (fact, culture scope). [26]
Communicative translation or idiomatic translation is used for translation of
greetings, wishes, public notices, sayings, proverbs, idioms etc.

Example: Dobry den can be translated as good morning or good afternoon. It

IS necessary to know the context. [27]



Knittlova adds that preservation of meaning is overriding, form is low-grade.

The aim of translator is that the translated text would appear as original (from the point

of lexicology and grammar).He/she most often uses a combination of all these types of

translation during his/her work. [28]

2.4. MISTAKES IN TRANSLATION INTO CZECH LANGUAGE

“Generally spoken, a perfect translation could be made from a good translation

but a good translation simply cannot be made from a bad translation.” [29]

The worst mistake the translator can made is to misunderstand the source text.

[30]

Now, we will deal with some basic mistakes which could happen during

translation of the technical text.

1)

2)

3)

4)

5)

6)

Shift of tenses — As a result of inattention when translating from English
where shift of tenses is required. Example: ‘fekl, ze se Sel projit’ instead of
‘fekl, ze se jde projit’. [31]

Word order — English has settled word order on the contrary with Czech. We
sometimes tend to preserve original (English) word order and it sounds
clumsy. [32]

Passive voice — Technical texts are often written in passive voice in both
English and Czech. At the same time Czech use passive voice fewer.
Example: Instead of “v knize je psano” we should rather write “v knize se
pise” [33]

Possessive pronouns — There is a tendency to overuse possessive pronouns.
We can replace them by personal pronouns. Example: “moje tuzka spadla —
tuzka mi spadla” [34]

Possessives in connection with subject — This topic is simple in English as
we use only these possessive adjectives: my, your, his, her, its, our, their. On
the contrary in Czech when we use possessives in connection with subject,
we use reflexive pronoun ‘svij’. [35]

Relative pronoun ‘ktery’ — There is a tendency to overuse the relative
pronoun ‘ktery’ in Czech. In the contrary with English ‘who and which’ are
both translated as ‘ktery’. The overuse can be eliminated by division of

sentences to a smaller unites. [36]



7) Proper nouns — “We can choose among translation, substitution and
transcription.” For example, we borrow or transcribe less common
geographical nouns and we translate generally known names such as Londyn,

Rim, etc. [37]



3. TRANSLATION

3.1. NEJSTARSI ZVEREJNENE FOTOGRAFIE IRSKYCH TANECNIKU

Velmi malo autorti se vénovalo kostymim irskych tanct, néktefi alespon
zahrnuli fotografie tane¢nikt, aniz by komentovali kostym. O’Neill (1913) ve své
uchvatné knize Irish Minstrels and Musicians zafadil tii fotografie, které jsou zajimavé
tim, ze jsou na nich udaje o tanecnicich z fotografie. Nicmén¢ i kdyz tyto tfi damy, které
O’Neill predstavil, byly vSechny irské tane¢nice, neni uplné jasné, zda kostymy, které
mély na sobé, byly na tancovani nebo pouze pro hrani na dudy. Pokud budeme
predpokladat, ze damy nosily stejné kostymy pro ob¢ aktivity, pak by vySe zminéné
pravdépodobné mohly reprezentovat Upln¢ prvni zvetejnéné fotografie irskych
taneCnik. VSechny fotografie jsou jesté zajimavéjsi tim, ze nazorné ukazuji dva typy
kostymd, jmenovité variantu (kterou bych mél zminovat jako) ,,Colleen Bawn® a
variantu s dlouhymi Saty a velkym $atkem pies ramena. Styl Colleen Bawn se skladal

z plasté s kapuci a zastéry umisténé vepredu pies Saty. [38]

O’Neill (strana 335) predstavuje mladou damu Mollie Morrissey, ktera nosi
plast’ s kapuci nebo kostym ve stylu Colleen Bawn. Mlad4d dama nebyla pouze mistryné
ve hfe na dudy, ale i v tanci. Fotografie na strané¢ 483 ukazuje 3 tanecnice (Mazie
McCarthy, Aleice Dunne a May McCarthy (1)), které maji na sobé dlouhé rovné Saty
s Satkem, zjevné pripnutym pouze na jednom rameni s néjakou vysivkou na (obojim)
Satech 1 Satku. Nosi Serpu pies pravé rameno, kterou pouzivaji za ucelem vystaveni
svych medaili. Stitira zdobi pas $atil a visi vepfedu (doli) az nékam po kolena. Také
nosi pokryvku hlavy, pravdépodobné typu €elenky nebo korunky. Srovnani téchto dvou
fotografii ukazuje dva typy kostymt nosenych kolem let 1911-1912. Typ Colleen Bawn
byl v této dobé na sestupu a byl nahrazen typem dlouhych $att a $atku. [39]

O’Neillovy fotografie jsou také zajimavé tim, Ze vidime pouziti krajky na
kostymech (strana 483), jak na Satech, tak i na Satku. Toto je uréité jedno z nejstarSich

zdokumentovanych pouziti krajky na (tane¢nim ?) kostymu. [40]

NejstarSi publikované fotografie, které jsem byl schopen najit, a které se
s absolutni jistotou vztahuji k irskym tane¢nikim, byly v knize Kinney a Kinney vydané
roku 1914. Nevypada to, Ze Se na tuto praci odkazuji néktefi dalsi autofi, ktefi pisi o

irskych tancich, pfesto obsahuje fascinujici zdznam irskych tancli v Americe ze zacatku



20. stoleti. Na stran¢ 174 je zobrazeno osm fotografii ,,Thomase Hilla a Patricka
Walshe* v riznych tanecnich pozicich ve snaze zobrazit zptisob jakym se tancovali jig,
hornpipe a reel. Strana 175 obsahuje tii fotografie zobrazujici tii rizné figury tance ,,A
Four Hand Reel“ (pozn. piekl. Tanec se tancuje ve dvou parech stojicich proti sobg.).
Ctyii fotografie na strand 178 zobrazuji tanec ,,The Irish Jig“. Na tiech z t&chto
fotografii jsou pary (muz a zena), hledici na sebe, jsou jimi sle¢na Murray, sle¢na
Reardon, Thomas Hill, (2). a Patrick Walsh, zatimco na ¢tvrté fotografii je Patrick J.
Long (solo). [41]

Kinney a Kinney piedstavuje muze, kteti nosi pumpky nad kolena s opaskem
ukazujicim medaile a kosili s motylkem. Na opasku, ktery nosi Hill, se zda, ze jsou
pismena C.P.C., ktera by mohla znamenat Cork Pipers Club (pozn. ptekl. Dudasky klub
v Corku), kde se naudil tancovat. Zeny jsou zobrazeny zajimavéji, nosi dlouhé 3aty a
kabat v plné délce s kapuci, kterou maji na hlavé. Z téchto fotografii to vlastné vypada
tak, ze Zeny tancovaly s hlavou piikrytou kapuci od kabatu. Tuto domnénku mi
potvrdily zesnulé tanecnice Molly Hasson, Nellie Sweeney a moje matka. Je to také
zachyceno na fotografii mladé australské irské taneénice v Sydney roku 1916
zvetfejnéné v O’Farrell (1994). [42]

Dalsi velmi starou praci, ktera predstavuje fotografie irskych tanecnikl je
publikace National Dances of Ireland od Elizabeth Burchenal. Tato kniha byla vydana
v Americe v roce 1925, i kdyz bylo celé¢ dilo vytvofeno b&hem jeji navstévy
mezinarodniho folkového tanecniho workshopu v Dublinu v roce 1913. Zpozdéni
vydani bylo zptisobeno vypuknutim prvni svétové valky. Vydani tohoto dila v Americe
takto brzo zpiisobilo, Ze je kniha dostupnid jen ve velmi malém poctu vytiski,
dostupnych pouze v Irsku. I kdyz Elizabeth Burchenal nepochybné udélala fantastickou
praci ve vydani této knihy se svymi péknymi ilustracemi a velmi zajimavymi
fotografiemi, nemé€lo by se zapominat, Ze ji pii praci velmi dobfe asistoval pan J. M.

Lang z Dublinu (3). [43]

Na vnitini obalové fotografii v knize od Elizabeth Bruchenal je skupina
tanecnikli a muzikanttl. Z informaci od nedavno zesnulé pani Le Gear z Limericku jsem
pochopil, ze tato skupina kolem roku 1900 projela Ameriku, a Ze ta fotografie byla
pofizena tou dobou (fotografie 3). Zeny na fotografii maji na sob& dlouhé 3aty s bilou

zastérou, zatimco muZzi nosi pumpky nad kolena, kosili a kravatu. Takovéto obleceni



bylo vice ¢i méné obleCenim béznym a jen stézi muze byt povazovano za taneCni

kostymy. [44]

VétSina fotografii pouzitych v knize od Elizabeth Bruchenal slouzi k ilustrovani
pohybii dvaceti péti tanecnich figur. V Gvodu tika, Ze tyto fotografie byly vyfoceny
ucelné na kiizovatkach a zobrazuji nékteré z nejkvalitngjSich tanecnikt v Irsku.
Tanecnik zobrazeny na stranach 71 a 73 je Thomas Lawlor z Dublinu, znamy ¢len
komise irskych tanct, z cehoz lze usoudit, Ze tato skupina tane¢nikd pochazela
z Dublinu. Neni jisté, zdali fotografie byly vyfoceny v roce 1913 béhem doby, kdy
Elizabeth Burchenal navstivila Dublin nebo pozd¢ji naptiklad po prvni svétové valce.
Kostymy mohou naznacovat, Ze jsou z pozd¢jsi doby. Muzi nosili pumpky nad kolena,
kosile a kravaty. Zeny nosily dlouhé 3aty, spise typické pro tu dobu s tim rozdilem, Ze
meély Siroké, dlouhé Satky ptehozené pfes jedno rameno a ptichycené brozi z Tary na
druhé strané pasu, coz byl uréité pokus o jejich rozliseni jako tane¢niho kostymu. Zeny
nosily &elenku, coZ tou dobou nebylo neobvyklé, stejné jako kazdodenni Saty. Zeny také
nosily pies Saty s$itru kolem pasu. Tuto skute¢nost doklada (v knize od Elizabeth
Burchenal 1913) citace: ,,ty Saty jsou irské lidové Saty starého keltského stylu, pumpky
nad kolena jsou pravy stary irsky odév. Damské Saty jsou vSechny ve starém keltském

stylu® fekl o téchto fotografiich Lang. [45]

Mozna nejstarsi knihou obsahujici popis irskych tanecnich Sati a jejich doplnéni
fotografiemi byla The Solo Irish Jig vydana Elvirou Ajello (1932). Kniha obsahuje
dvoustrankovy popis ,,poznamek ke kostymim® a Ctyfi ukdzky kostymi. Obsahuje

mnoho dalSich obrazki, aby ¢tenaf vidél pozici nohou pro provedeni solo jigu. [46]

Autorka, o které je toho malo znamo, bydlela na hrabstvi v Corku a Kerry
béhem tii let kdy ony ob¢ studovaly a uily tanec. Na jeji knihu je odkazovano ztidka a
neni snadno dostupnd. AvSak komentdie ke kostymiim, doplnéné ilustracemi jsou

zajimavé. [47]

Ajello fekla, ze ,,nedoporucovala $aty ,,the familiar Paddy* (pozn. piekl. Paddy
je zdrobnélina od jména Patrick a pouziva se jako hanlivé oznaceni Ira.), které nosil
znamy Ir s dudami, otlu¢enym kloboukem a vychazkovou holi nebo $aty stylu Colleen
Bawn®. Jeji divod byl ten, Ze byly Vv minulosti spojovany s kroky, které byly
karikaturou pravych irskych krokt. Také tekla, Zze takové kostymy nebyly podpoteny

Gaelic League. Ob¢ popsaly a ilustrovaly fotografiemi kostymy, které ona a jeji Zaci



nosili. Divky nosily bily vinény kilt a bilou blizu se zelené olemovanym Satkem
pfipevnénym k levému rameni brozi z Tary. Piestoze se o tom nezminuje, z fotografii
kostymu divek je vidét, Zze na Satku byla jedna docela velka vysivka, ale na kiltu neni
vidét zadnou. Kluci nosili Safranovy kilt a kosili, zeleny kabat Safrdnové olemovany
satek pripevnény k levému rameni brozi z Tary spolu s ,,malou brasni¢kou z kozeSiny,
kozenym paskem a namoinicky modrou cepici, jako nosili rybati v Bretonu, ne ten

oby¢ejny ptiléhavy baret*. Satek byl volné prehnuty a visel dolti na zadech. [48]

Cely pansky kostym, tak jak je popsany Ajello s jasné vyjimecnou Cepici, je ze
vSech stran téméf stejny, jako obecné prijatelny pansky tanecni kostym 90. let 20. stoleti
a zdarazinuje to, jak malo se panské kostymy pies Sedesat let zménily. Je to naprosty

kontrast s obrovskymi zménami v damskych kostymech. [49]

3.2. NEJSTARSI IRSKE SATY A JEJICH VLIV NA DNESNi DAMSKE TANECNI
KOSTYMY

3.2.1. Brath neboli satek:

Brath neboli satek se stale nosi v ur¢ité form¢ mimo jiné muzi i Zenami. Jde o
skutecné¢ irsky odév a zda se, ze ud¢lal dojem na anglické autory jako
je gaelské vyjadieni pro kabat, plast nebo odeév a je dnes stdle uzivany mnohymi
irskymi tane¢niky kdyZz odkazuji na Satkovou c¢ast svych kostymil. Pivodné nazev
odkazuje na jakékoliv obleeni nebo pokryvku. V obdobi pfed Normany §lo 0 vrchni
odév noseny pies ,leine” coz byl typ dlouhé koSile. Brath byl bud’ obdélnikovy nebo
¢tvercovy a pripevnény bud’ sponou nebo brozi na obou ramenech nebo byl piipevnény
jednou brozi vepfedu na hrudi. Jednou z nejznaméjsich brozi, zachovanych dodnes, je
broz z Tary. Jedna se o stale nejpouzivanéj$i broz na dneSnich tanec¢nich kostymech.
Brath byl odév bez kapuce a bez rukavili, obecné ve spod a na stranidch olemovany
riznymi barvami. M¢I silny lem kolem krku. Predstavoval jak dekorativni prvek, tak i
funkéni. Nosili jej jako vrchni odév pro zahtati, v noci ho mohli odepnut a polozit na
zem jako deku. [50]
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3.2.2. Kabat:

Kabat se vyvinul z brathu. Byl méné symetricky nez brath a vice pfiléhavy a
nékdy mél pifipojenou kapuci jako svoji soucast. V letech 1645-49 se Papal Nuncio
zminil o damskych kabatech s piipevnénymi kapucemi. Nosily se jako vSedni obleceni

az do konce 19. stoleti a dokonce i zacatkem 20. stoleti. [51]

Kabaty s kapuci se objevovaly v Bandonu a Macroomu az do 80. let 20. stoleti a
nosily se v ¢astech hrabstvi Cork (a mozna i jinde) jako soucast vSedniho obleceni,
zvlasté pak jako soucast nedélnich Satti. Kabat Kinsale byl jednim z nejzndméjSich styla
kabatt v Irsku. Kapucova ¢ast byla obvykle velmi Siroka a kdyz se nasadila na hlavu,
spadala dolu tak, ze lezela na obou ramenech. Tyto kabaty s kapuci byly v Irsku velmi
oblibené v 18. stoleti a na zacatku 19. stoleti. Zkracené typy téchto kabatli jsou casto

nazyvany jako Colleen Bawn nebo kabaty Irish Colleen. [52]
3.3. PUVOD A VYVOJ TANECNICH KOSTYMU 20. STOLETI

Zda se, ze prototyp dnesniho damského kostymu pro irské tance vzesel z obdobi

kolem roku 1915 nebo dokonce o néco pozdé&ji. [53]

Tane¢ni kostymy, ktery se nosi dnes, vdeci za sviyj ptivod keltskému obrozeni a
zalozeni Gaelic League vroce 1893. Clenové Gaelic League spojeni s keltskym
obrozenim hledali kostym, ktery by byl piijaty jako narodni Saty a predstavoval by
vérnost pravé keltskému obrozeni. Ptijali kilty pro muze a dlouhé vinéné (bawneen)
saty s Satkem nebo brathem pro zeny. Nicméné ztéchto typd ,narodnich Sati*“ se
taneCni kostymy vyvinuly az v pozdé&jsi dobé, tedy v roce 1915 a pozdé¢ji. Damsky
kostym Colleen Bawn/kabat s kapuci vySel z mody v roce nebo kolem roku 1915 a byl
nahrazeny typem Gaelic, ktery nebyl navrzeny konkrétné jako irsky tane¢ni kostym, ale
spise pro rozeznani téch, kteti zistali vérni hnuti keltskému obrozeni. [54]

Kostymy Gaelic prvné nosili ti, kdo se hlasili ke keltskému obrozeni (kulturné
z bilého vIinéného (bawneen) materialu, nékdy doplnéné zelenou stuhou piipevnénou ve
vlasech nebo na botach. Stary styl keltského brathu nebo Satku pfipnutého k obéma
ramentim nahradil styl kabétu s kapuci. Broz z Tary byla obvykle pouZita pro upevnéni
Satku. Tyto ,,irské Saty byly ¢asto noSeny pouze v nedéli (podle Molly Hasson z Corku)

nebo pfi jinych specidlnich udalostech jako tfeba na svaté pifijimani, svatby nebo jiné
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spolecenské udalosti (fotografie 7, 8 a 9). Fotografie 7 ukazuje mou vlastni matku
vroce 1918, ktera méla na sobé sviij Irish Citizens® Army kostym nebo jak ona ho
nazyvala ,,irsky kostym®. Tento, jak zdiraznovala, nebyl jeji tane¢ni kostym, ktery se
Vv tu dobu stale skladal z kabatu s kapuci Colleen Bawn (viz. fotografie 6) a pozdé&ji se
skladal z dlouhych $ati a Serpy. Doposud tento Irish Citizens® Army typ kostymu byl
vice ¢i mén¢ prototypem dnes$niho tanecniho kostymu. Moje matka nosila svij ,,irsky
kostym* jako ¢lenka Comann na mBan (pozn. pfekl. Nazev irské politické organizace
pro Zeny.), kdyz se u¢astnila jakékoliv spoledenské akce v Cork Pipers klubu atd. Slo o
jednobarevné Saty s Sirokym Satkem piehozenym pies ob¢ ramena, s velkou vySivkou
na kazdém ze Ctyf rohtl a ptipnutym dvéma brozemi Tara vepiedu, s malym mnozstvim

vysivek kolem krku a Sirokou masli ve vlasech. [55]

Na fotografii 8 je svatebni skupina Boween z roku 1920. Svatba se konala
v Lough Church v Cork City a svatebni skupina je zobrazena v plné ,,Volunteer
uniform“. Nicméné se damské irské Saty na fotografii velmi podobaji star§im irskym
tanecnim kostymiim. Nevésta a druzicka maji na hlavé vinény zévoj (z materidlu
baween) a také obdélnikovy Satek pies obé ramena pfichyceny dvéma brozemi Tara.
Rohy satku jsou vysité. Tyto irské Saty, které Zeny nosily na svatbu, byly velmi podobné
tém, které nosila moje matka, a byly popsany diive. Tyto ,,irské kostymy*
pfedstavovaly prototypy dneSnich modernich tane¢nich kostymii. Do takovychto
irskych kostymu nebo kostymu Gaelic, jak byly ¢asto nazyvané, byly oblékany i mensi
déti. Fotografie 9 ukazuje skupinu déti confirmed pted Pro-Cathedral v Dublinu, ktefi
maji na sob¢ irské kostymy. Molly Hasson mi fekla, Ze jako mlada divka nosila v ned¢€li
a pri dalSich specidlnich ptilezitostech bilé, vinéné (bawneen) irské Saty. Jesté nosila
kabat s kapuci Colleen Bawn a sukni se zastérou coby svij irsky tane¢ni kostym.
Ziejmé to bylo aZz pozdé&ji, kdy byly bilé bawneen Saty pfijaty jako tanec¢ni kostym a
néjaky Cas poté byl tento kostym pfijat jako ,,irsky kostym*. [56]

Pfiblizn¢ od roku 1920 a dale kdyz se opustilo od stylu Colleen Bawn, to byly
tyto irské kostymy, které byly pfijaty pro irsky tanec. Podobné jako kdyz vySly z mody
pumpky nad kolena a byly nahrazeny kilty coby pansky tane¢ni kostym. Kilty (coby
damsky tanecni kostym) byly piijaty jako irské Saty ¢leny Gaelic League o mnoho let
diive nez byly pfijaty coby irsky tane¢ni kostym. [57]
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3.4. DAMSKE KOSTYMY

Kdyz se kolem 20. let 20. stoleti upustilo od typu Satii Colleen Bawn/kabatu
s kapuci, zacaly irské tanecnice nosit Saty s Sirokym obdélnikovym nebo ¢tvercovym
Satkem, pfipnutym vpiedu brozemi z Tary. Ze zacatku byly Satky velmi Siroké a
zakryvaly ramena a velkou ¢ast pazi a bokt tudiz bylo z horni ¢asti Sat vidét jen velmi
malo nebo vibec nic. Byly také ¢asto velmi dlouhé a zakryvaly tak celou zadni ¢ast
Sattl. Satky se postupem ¢asu postupné zmenSovaly. Také se zménil styl upinani. Styl,
kde dva rohy $atku byly ptipnuté k sobé nad pasem brozi z Tary (fotografie 22 az 26) se
zménil na styl, kde dva rohy Satku nebyly sepnuté k sobé&, ale byly pifipnuté na obou
ramenou brozemi z Tary (fotografie 33, 34 a 35.) Pozd¢jsi varianta vice odkryvala Saty.
Vyvojovy trend, V piipad¢ Sathh pro mladé tanecniky, zasel ve zmenSovani Satku do té
miry, ze byl $atek pfipinan pouze k jednomu rameni a bud’ visel ptes zada dolti a nebo
byl pfipnuty k pasu na druhé strané (fotografie 28-32). Jde o pozd¢jsi varianta, Satek
pfipnuty pouze na jednom rameni, ktera je dodnes stale popularni. Avsak zda se, Ze
McStocker vroce 1911 (fotografie 16) a zaroven z fotografii z O’Neilla (1913) a
Bruchenal (1925) je ocividné, ze dospéli upfednostiiovali mensi $atky piipnuté pouze

Kk jednomu rameni a pfipevnéné k pasu na druhé¢ strang. [58]

Kolem roku 1922 Lily Comerford uvedla tfidni kostym pro vSechny své
taneniky. V damském provedeni se kostym skladal zKkiltu sblizou a kratkym
kabatkem (nebo redingotem) pies blizu (fotografie 17). Kratké kabatky se veptedu
nezapinaly, ale mély maly Satek pfipevnény na jednom rameni, ktery visel po zadech
dolti. Tento styl kostymil se stal ostatnimi tane¢nimi tfidami pozdé¢ji velmi oblibenym.
V upravené podobé byl kolem roku 1928 piejaty tanecniky Essie Connolly (fotografie
28 a 29). Pres Saty se nosili redingoty a na hlavé baret s pirky, nékdy i bez baretu
(fotografie 32). Tento styl kratkého kabatku a $atti, véetné baretu s pirky, byl také nosen
n¢jakymi nezndmymi tane¢niky z Corku ve 20. letech 20. stoleti (fotografie 49). Kdyz
Cormac O’Keeffe zalozil své vlastni tane¢ni tfidy, narozdil od tane¢ni tfidy Cork Pipers
klubu (13), podobné pouzil ¢erny kratky kabatek nebo redingot ptes zluté Saty se zlutym
Satkem pfipnutym k jednomu rameni, ale nepouzil barety s pirky. Pozdéji, kdyz v roce
1940 uvedla své tiidni kostymy Peggy McTeggart, také pouzila ve stylu kostymu kratky
kabatek a kilt (fotografie 52). Kratky kabatek byl tradicné Cerny a Satek a kilt byly

svétle hnédé. The Nuent School of Dancing v Mallow pokrac¢ovala v noSeni ¢erného
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kratkého kabatku ptes skladané saty spolu s baretem s pefickem az do 60. let 20. stoleti,
navic s krajkovym krejzlikem kolem krku a krajkovymi limecky kolem rukavi
(fotografie 50). [59]

Nekteré ze starSich tanecnic Connolly v 30. letech 20. stoleti nosily rizné styly
kostymu, které se skladaly z $atku ptipnutého k obéma ramentim, a ktery visel dold po
obou stranéach téla s typickou vysivkou podél celého okraje Satku a doplnény Sitirou
kolem pasu. Saty byly stejné barevné jako $atek. Toto se miize vykladat jako navrat
k velmi starému stylu kostymu, které nosili tane¢nici Connolly a které se, ale lisily
V tom, ze Satek byl mensi a paradnéjsi a odhaloval vétSinu predni horni ¢asti Satl. Taky
se lisil v pouziti pomérné velkého mnozstvi vysivek tvoticich souvisly lem podél Satku

(fotografie 33, 34, 35). [60]

V 50. a 60. letech 20. stoleti bylo velmi oblibené jemné sklddani (harmonikovy
sklad) na Satech hlavn¢ mezi pfednimi tane¢nimi tfidami v Dublinu. Obvykle se k nim
nosil kratky kabatek nebo redingot a jemné skladany Satek casto se Skolnim znakem na
kabatku (ale bez baretu). Tento styl ,,harmonikového* skladu Satii je dnes vidét velmi

ziidka. Do pozadi se dostaval n€kdy v 70. letech 20. stoleti. [61]
3.5. VYSIVKA NA DAMSKYCH KOSTYMECH

Pouziti vysivky v oblasti tane¢nich kostymi proslo od 20. let 20. stoleti jednou
z nejvétsich vyvojovych etap. Kostymy dnesni doby jsou vysledkem skvostné prace
uméni zdobeni az premrSt€énymi vySivkami, aplikacemi atd. To zpisobilo rist velkého
obchodu ¢i primyslu designu, vySivek a vyroby tanecnich kostymi. Jde o velky
obchod, dnes ma kazda tane¢nice obvykle sviij vlastni, individualné navrzeny kostym
tanec hodné drahy, kdyz kostym stoji kolem 500 az 700 liber (pozn. ptekl. 16 051 K¢ az
22 471 K¢ [62]). Kromé toho jsou zde jesté dalsi dopliky, jako jsou boty, pokryvka
hlavy atd. [63]

Poprvé byla vySivka na ddmskych kostymech pouzita nékdy ve 20. letech 20.
stoleti nebo mozna dfive (O’Neill 1913, a fotografie 7 datovana roku 1918). Nicméné
ve srovnani s 40. a 50. 1éty 20. stoleti se vySivkou velmi Setfilo. Nejdiive se pouzivala
po jednotlivych, oddélenych kusech (fotografie 22, 24, 25 a 26), ale nékdy ve 30. letech
20. stoleti byl jiz uveden ptiklad souvislého vysivaného lemu na Satcich. V 50. letech

20. stoleti se stal oblibenym souvisly vySivany lem na spodnim kraji Satl nebo na
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Nicméné do poloviny 80. let 20. stoleti byl pocet vySivek velmi nizky, styl a barva byly
neokézalé. Od poloviny 80. let 20. stoleti pocet vysivek na damskych irskych tane¢nich
kostymech vzrostl asi desetindsobné a urcit¢ musi témei dosahovat svych hranic. Také
jsme Vv poslednich letech byli svédky zavedeni a pozdé€ji nebyvalého mnozstevniho
nariistu pouzivani Satont, Strasu, a flitri nejen na Satech a $atku, ale i na pokryvce

hlavy. VySe ceny za Saty vzrostla pfiméfené nartustu vysivek, aplikaci atd. [64]

7Zda se, Ze vySivka se zacala pouzivat na irskych Satech a irskych tanecnich
kostymech od doby kolem konce prvni dekady 20. stoleti. Pouzivani aplikaci na
tanecnich kostymech ma ziejmé zacatek v nedavné dobé, a to v 80. letech 20. stoleti.
Aplikace velmi rychle nahradily vySivku a ve skutecnosti od roku 1996 je mnoho

kostymt husté zdobeno aplikacemi a viibec nebo téméf vibec vysivkou. [65]

Na panskych kostymech je vysSivka extrémné ojedinéla, a pokud je k vidéni,
sklada se obvykle z velmi malych kouskil pouze na $atku nebo na ozdobném pasu, ktery

se nosi ke kalhotam. [66]
3.6. IRSKE TANECNi KOSTYMY DNESNi DOBY

Cilem této prace neni souhrn nebo analyza soucasnych irskych tanecnich
kostymu, ale spiSe poskytnout historicky popis jejich ptivodu a vyvoje a tim objasnit
vzhled kostymi dne$ni doby. Ptidal jsem kratky popis hlavnich zmén, které nastaly
Vv posledni dobé. Nicméné detailni popis dneSnich kostymi je lepSi ponechat nékomu

kvalifikovanéj$imu v oblasti designu kostymd, nez jsem ja. [67]

Zajimavy je obrovsky stupen celosvétové jednotnosti a pfijeti toho, co utvari
irsky tane¢ni kostym. Obzvlasté zajimava je skute¢nost, Ze neexistuji zadna psana ba
ani nepsana pravidla, kterych bych si byl védom. Kostymy se vyvijely vice ¢i méné
vzédjemnym pfijetim. Snadné cestovani a blahobyt vedlo knaristu cetnosti
mezinarodnich kontakti mezi uciteli a taneéniky. Pfiblizné od 70. let 20. Stoleti, cestuji
ucitelé a rozhod¢i z Irska a Velké Britanie Casto do Severni Ameriky a Austrélie.
Zvysujici se pocet taneCnikli ze vSech Casti svéta piijizdi do Irska na takové udalosti,
jako jsou All-Ireland a World Championships (svétovy Sampionat). Tato skute¢nost
vede Kk vétsimu kontaktu a vétSimu seznamovani Se se vSemi aspekty irského tance,
vcetné taneCnich kostymul. Samoziejmé pouzivani videi také ptispélo k celosvétovému

seznamovani se. [68]
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Zvyseny kontakt vedl ke stejnorodosti jak stylu tance tak tanecnich kostymu.
Pry¢ jsou ty dny, kdy jsme mohli hned rozeznat tanecnikovu Skolu nebo oblast z
jeho/jejiho stylu tance nebo z tane¢niho kostymu. Regiondlni rozdily v kostymech uz
nejsou tak rozeznatelné, jak byvaly. Kostym je jedineény pro kazdého tane¢nika a ne
pro tanec¢ni tfidy nebo region, kde tanecnik bydli nebo se uci. Vyjimku tvoii tanecni
skupiny nebo figure dancing, s6lové kostymy jsou na dennim poradku, kazdy jednotlivé
navrzeny pro kazdého tane¢nika. Nicméné dokonce i v s6lovych kostymech, které jsou
ohromng¢ variabilni v barvach, vySivkach a designech aplikaci, je svétova stejnorodost
v celkovém formatu toho, co je piijatelné. EXistuje nepsané pravidlo ohledné
soucasnych trendii a obecné pfijatelnosti. Vzhledem k nedostatku legislativy, celkova
podobnost obecném formatu kostymu je neuvéfitelnad. Neexistuji zadna pravidla, kterad
specifikuji povinnost noSeni $atku nebo broze z Tary nebo zZe Saty nebo Satek musi byt

vySivané atd. [69]

Zvysujici se celosvétovy kontakt a stale se zvétsujici rychlost, kterou se mizeme
spojit, dnes znamenda, Ze jakmile se objevi pfijatelny trend na hlavni uddlosti
Vv jakékoliv zemi, tak se tento trend velmi brzy objevi 1 v dalSich zemich. Zmény jsou
nasledované celosvétoveé spise béhem tydnt nez desetileti, jak tomu bylo v minulosti.
Zpravy o inovacich v kostymech vidénych napiiklad na The World Championships
(svétovém Sampionatu) jsou predavany dals§im kontinentim, zemim a oblastem béhem
kratkého Casového useku. Kdyz pfijde fe€ na tanecni kostymy nebo taneéni styl, ani o

jedné zemi nemuize byt feceno, ze zaostava za jakoukoliv jinou zemi. [70]

Zmény nebo inovace v tanenich kostymech jsou vnimané jako daleko
pfijatelnéjsi, kdyZz jsou reprezentovany dobfe zndmymi taneCniky, vyhravajicimi
nejvyssi ceny nebo vyznamnymi uciteli. Mohlo by se zdat, Ze jsou to Sampioni, kdo
rozhoduje o trendech v kostymech. Je pravdépodobné, Ze novy kostym, zvlasté pokud je
noSeny vyznamnym Sampionem a jeSté vice pokud je prezentovan poprvé na velké

udalosti, pfitahne hodné velkou pozornost a komentaie. [71]
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4. ABOUT IRISH DANCING

For better understanding of the text, it was decided to add basic information
from the field of historical background of Ireland and its impact on Irish dancing then
division of Irish dances and also very basic information about single styles.

4.1. SHORT REVIEW OF HISTORY OF IRELAND AND ITS IMPACT ON IRISH

DANCING

Development and spreading of Irish dancing is closely interwoven with Irish
history. The main influence on Irish dancing came out of the settlement of Celts in the
island of present Ireland. The Irish language has its origin in Celtic language [72] and
the Irish dancing uses some of Irish words. The language also symbolizes a significant
part of Irish culture as well as dancing. Another influence of Celtics culture on Irish
dancing is in use of decorating of Irish dancing costumes. The embroidery, used on the

costumes, has essentially a form of a Celtic knot.

Another very important influence on all Irish culture, which means mainly
language, music and dancing, had religion. Since the 5th century the Irishmen are
Christians. The huge boom of Christianity came with Saint Patrick (387 — 465 DC), the
patron of Irishmen. When he arrived to Ireland, there had been some groups of
Christians but in inconsiderable quantity. At the time of his death, all Ireland had
already professed Christianity thanks to him. [73]

Normans came to the Ireland in the 12th century. They adopted Irish culture
despite of interdiction by Great Britain. They had some kind of freedom until Henry
VIIL., the King of Great Britain, noticed them at the beginning of 16th century. He tried
to straighten his power in Ireland but the Irishmen resisted. In 1601 Ireland was
defeated by Great Britain and Great Britain started to spread Protestantism in Ireland,
which also meant that Irish culture was repressed. [74] Christianity was banished but it
survived and after years of oppression in 18th century, Ireland had his hope back.
Ireland gained its independence, it had its own parliamentary and the only relation with
Great Britain was that they had one common (British) King. [75]

Although this victory had not long duration, it was very important for

propagation of Irish culture. There are some existing records of Irish dancing teachers
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directly from that time. Every teacher worked in his region and taught both, common
people and noblesse ones. He was usually colourfully dressed and wore a shillelagh and
a hat. Dances were taught mainly in reel or jig rhythm, solo or in group. Arms and body
did not move, all the steps were performed only by feet. Dancing was a social event and
it was often performed at the crossroads and people danced under live music, most of
violin. [76]

At the beginning of 19th century, the first Irish dancing schools in Ireland were

established, for example in Cork, Limerick and Kerry. [77]

After some period of harmony, the Irish Parliament was forced by the British
Parliament to dissolve itself in 1800. And what is more Ireland was from 1845 to 1851
affected by famine. In that time people were dependent on potatoes which were hit by
mould. British government did not manage it well. The situation (famine and British
inability) caused a big emigration of Irishmen not only to the Great Britain but mainly
to America. Following waves of emigration came after a civil war in 1922 and after
Second World War. [78]

However, such situation surely meant a disastrous affaire for Ireland, it was also
the start of spreading Irish culture and Irish dancing behind its border. As the emigrants
did not want to forget who they were and where they came from and living abroad was
hard for them, they taught back on their habits and started to practice themselves which
led to propagation of Irish culture and in consequence to establishing Irish dancing

schools all around the world.

Such a bitter time in Ireland also presented a productive time in connection with
‘cheep’ entertainment. Due to expensive food people usually had no extra money which
led to arrangements of Ceili evenings where people amused themselves by dancing and

talking one with another. [79]

The increase of Irish culture was supported by establishing the Conradh na
Gaeilge in 1893. The aim of the organization was to boost Irish culture. In 1930 An
Coimisiun le Rinci Gaelacha was founded by Conradh na Gaeilge in purpose to have a

separate organization for Irish dancing. [80]

The World Championship has been held every year under The An Coimisitn le
Rinci Gaelacha since 1970. A documentary movie “Jig” was filmed about the World

Championship and about some participants from all over the world in 2010. [81]
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4.2. IRISH DANCES

Irish dances are divided into four types. The most famous is the Step dancing,

then Ceili, Sean-nés and Set dance. [82]

Step dancing is hold under An Rinci le Commisitin Gaelacha. It has its written
steps. It is taught by qualified teachers (TCRG) and on the feisanna dancers are
evaluated by qualified adjudicators (ADCRG).

Every TCRG can establish his own dancing school and every school has its own
steps for majority of dances. [83] Namely for Reel, Light Jig, Single Jig, Slip Jig for
soft shoes and Heavy Jig (or also called Treble Jig) and Hornpipe for hard shoes. [84]
Every dancer can represent himself/herself on feis, where he/she begins at the Beginners
level, and through the Primary, Intermediate and Open he/she can get to the World
Championship. [85]

Advancing to higher categories is specified in syllabus of every feis according to
RTME rules.

“If a Beginner competition has 6 competitors or more, the first two places
advance to the next grade regardless of ties. If a Beginner competition has 11
competitors or more, the first three places advance to the next grade, regardless of ties.
(RTME ruling Sept 2007)

If a Primary competition has 6 competitors or more, the first place advances to
the next grade. If a Primary competition has 11 dancers or more, the first 2 places
advance to the next grade regardless of ties (RTME ruling, Jun 2011)”
http://www.rinceoiri.cz/wp-content/uploads/2015/04/prague-feis-syllabus20151.pdf
[86]

Only one person always advances from the Intermediate to the Open. [87]

Beside the rhythm in these dances the performance — lightness, moving only of
feet and legs, pointed toes, crossed legs and turned out feet is also very important.

Ceili are modern traditional dances danced only in soft shoes and performed
especially on Ceili evenings the purpose of which is the entertainment. It is connected

with a live music and can be frequently seen in pubs. [88]
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Ceili have their written steps. There is a special certificate for Ceili teachers
(TMRF) and some of them make a part of TCRG and ADCRG which means that

dancers can compete in these dances on the feisanna too. [89]

Names of Ceili dances mainly come from names of tunes on which the dancers
are traditionally danced or names of region where they come from. They are in reel or
jig rhythm. Ceili represent a social dance and are danced in pairs. For example, ‘Four
hand’ is danced in two pairs facing each other. This formation is named square. Besides

square formation they are performed in lines or circle. [90]

Steps are Step dancing’s basic steps so everyone can join. For underlining this
fact, there is an Irish dancing group called INIS in Pilsen, the group offers teaching of
Irish dancing as a part of their performance. This consists of a simple Ceili dance called
‘Every mans chance’ which can be danced by everyone who wants to dance after five

minutes. [91]

Sean-nés or “old style” is more released type of Irish dance. It evolved
independently on the Step dancing style so except the music and rhythm it is a totally

different dancing style.

Sean-nos is danced solely solo in shoes with hard sole (they are different from
the hard shoes for the Step dancing, they rather look like low shoes). Women have the

sole sometimes hobnailed for being louder.

The style has its own steps that must be learned but after all, it is a dance of
improvisation on live music. The sounds are described as another part of music. For

dancing Sean-nos suffice small space so sometimes it is danced on the top of the barrel.

Emma O’Sullivan is well known Sean-nds dancer in these days due to winning
The All Ireland Talent Show, the entertainment show that calls on the country most

talented performers. [92]

Set dance is a social kind of dance and in contrary to Sean-nos it is danced in a
big group of people. The basic formation called ‘set’ is four pairs standing in square
facing each other. Set dance is usually danced in this set (dancers cooperate together in
one set), but some of them are danced in several sets (dancers cooperate together in one

set and in particular time, people cooperate all together without limit of one set). [93]
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Set dance has a few basic steps which are similar to step dancing steps and to
Sean-nos steps. It is danced by feet near the ground (no more than to the level of knees,
rather up to the ankle level) and it is not energetically expensive all the more it is so
memory exacting due to its duration. Difficulty of memorizing and its increasing
number (earlier it was sufficient to know Set dances from neighborhood, in these days is
this method unsuitable) led to creation of a caller. It is a human who is telling which
dance is to be danced than the figures which are the dance composed of and he/she is
calling the figures during the dance. Thanks to caller and physical undemanding, the Set
dance can be danced by everyone who knows basic steps of this one or whatever Irish
dance, in fact. [94]
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5. TEXT ANALYSIS

The source text was published in a book “Irish Dancing Costumes their origins
and evolution” written and published by Dr. John Cullinane in 1996 as his seventh book
published on topic of Irish dancing. Irish dancing was also topic of his MA thesis. He is
an “Irish Dancing Master, teacher and adjudicator, Vice Chairman of the Irish Dancing
Commission”, researcher and writer. He was born to a dancing family, he mentions his
mother in the book and to Irish dancing friendly environment, he comes from Cork
which is one of the County, where Irish dances have the richest history and where they
are widespread. Starting dancing in the age of eleven, he began to teach Irish dancing
after successful passing TCRG exams in Ireland. Although he is employed as a lector at
Cork University, he established his Irish dancing school and in recent years he teaches
predominantly abroad. In 2013 he was a guest on Bernard’s Summer School 2013
(traditional summer school of Irish dances, music, singing and language with Czech and
Irish lectors) in Prague. [94]

As the text is humanistic technical text, common reader is able to understand the
general message however for complete understanding of some parts of the book it is
necessary to know something about Irish dancing or Irish culture. The book is intended
for the people interested in Irish culture for everybody who can be find herself/himself
among other Irish dancers. In the future, the book could be taken as a recommended

literature for students of Irish dance or Irish culture at University.

For good comprehension of all information written in this part of book, the
reader should know some cultural background. In following lines, I will describe terms

used in the translated text.

There are mentioned dances Jig, Hornpipe and Reel in the text. These are not
exactly the dances, but the names of rhythm in which they are danced. Reel is 4/4 bar
and is mainly danced in soft shoes. Hornpipe is 2/4 or 4/4 bar and is danced merely in
hard shoes. Reel is a regular contrary to Hornpipe which is more swaying. Jig is divided
into another four groups, the most important of them is Heavy Jig and Slip Jig. Heavy
Jig is 6/8 bar and is danced in hard shoes and Slip Jig is 9/6 bar and is danced in soft

shoes. The names are not translated into Czech as there is no Czech equivalent. [95]
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Author talks about “A Four Hand Reel” and “The Irish Jig” which are Ceili
dances in Reel and Jig rhythm. They are danced in pairs and as was mentioned above,

they are social dances.

Cork Pipers Club, which was mentioned several times in the text, “was founded
in 1898” and its aim is playing uilleann pipes and provide information on them and their
history. [96] Author talks about the Club in connection with Irish dancing but I did not

found any information about this connection in contemporary sources.

The author talks about taking photos at the crossroads. The reason is obvious. As
I have mentioned above, dance was a social event and people from nearby villages
gathered at the crossroads, played music and danced. That is why the reconstructed

photos were taken at the crossroads. [97]

We can hear the word Paddy especially from Englishman. It is a pejorative name
for Irishman and comes from name Patrick. Saint Patrick is a patron of Ireland and his
saint’s day is widely celebrated manly in Ireland and America by Irish music, Irish
dancing, green colour, some pubs in Czech Republic offer green beer as well as other
ways of celebrating that are connected with Irish culture. That is the reason why the

name is so closely associated with Irishman.

Gaelic League is an organization which promotes the entire Irish culture. Its
Irish name is Conradh na Gaeilge and until foundation The Commission of Irish
Dancing (An Rinci le Commisiun Gaelacha) it supported the Irish dancing as well. This
organization originated as a result of Gaelic revival which was a national revival that

arose in consequence of diminishing Irish culture and mainly the Irish language. [98]

The Tara brooch is an artefact from 8th century AD which we can find in
National Museum of Ireland in Dublin. This old brooch is a model for temporal

brooches used to adorn Irish dance costumes. [99]

When author writes that his mother wore Irish Citizen’s Army costume, it means
that she was interested in the independence of Ireland [100]. Irish Citizen’s Army was
one of the national groups “founded in 1908 which aim was the independence of
Ireland. Actions of such groups led to revolt and in consequence to Irish independence.
[101]

At last, the author talks about the All-Ireland and World Championship. All-

Ireland is the highest national competition in Irish dancing. The best dancers from All-
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Ireland qualify for the World Championship. In Europe, we do not have any
competition on the level of All-lreland owing to lower number of dancers. In Europe,
we have feisanna in some countries. In Czech Republic, we do have one feis per year in
the end of May in Prague. If the dancer wants to participate in more feisanna, he/she has
a chance for example in Bratislava, Milan, Munich and many other towns. European
dancers qualify for the World Championship on feisanna. At the World Championship
dancers compete in their age category in one soft shoes dance and one hard shoes dance.
Then he/she waits for recall (advancing to the finals) and dance a set dance (in hard
shoes). For interested people I recommend a documentary film “Jig” which is about the

World Championship’s competitors.

The whole book Irish Dancing Costumes their origins and evolution was written
based on research, interviews and author’s memories and experiences. It is a reference
book accompanied by photographs. The aim of this book is to inform, give some extra
information about Irish dancing, to describe Irish dancing costumes.

The book was written in a formal language, the author used simple sentences but
also long describing sentences. Sometimes he added some information into brackets or
used quotations and references, mainly the page number or the number of the picture he
referred to.

The grammar is rather simple. It is a description, which do not need much more
than present simple, past simple and rarely past perfect tenses. The author often used
demonstrative pronouns which we do not use so much in Czech so | often had to omit
them in the Czech translation. | had to pay attention to word order so that the translated

text sounds Czech.

A basic vocabulary was mainly used. A special vocabulary is connected with a
garment. Some of them are commonly used, some of them are not used so often and
some of them are completely strange to common reader. Most of the unknown words

are tightly associated with Irish dancing costumes.
There are namely following:
Shillelagh, the wooden walking stick, [102]

Sporran a small back of fur worn as an accessory of kilt, [103]
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Brath is something as a shawl, it is described closely in the translated text by the
author himself and it has no Czech equivalent so | did not translate this word.

Bawneen is a word expressing a type of yarn of wool. In this case, | chose to

translate it as wool and left the origin name in brackets.

The most difficult was to find the Czech equivalent to the word Coatee. From
the English word, the common reader can find out that it is something similar to a coat

but from the Czech word ‘redingot’, | imagine, not much readers have a clue what it is.

There is a fair amount of names of people in text. | decided not to translate them
and not to add the ‘ova’ suffix to female surname. To indicate the gender | used a word
“miss” or a forename. Names of dances and names of styles also were not translated,
because they are well known by a target group of readers and they are used in Czech

language by their English names.

It is the same for the names of organizations. It was a little surprising that the
author used English names for organizations. For example, The Commission of Irish
Dances is more known under its Irish name ‘An Coimisitin le Rinci Gaelacha’. Every

feis syllabus for dancers uses the Irish name. [104]
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6. GLOSSARY

English Pronunciation | Word meaning Czech

Shawl ol Satek

Hooded cloak "hudid Klouk Kabat s kapuci

Embroidery 1m 'brordart Vysivka

Sash s&f Serpa

Cord ko:d Shitira

To adorn o'don Zdobit

Waist 1 werst Pas

Waist 2 weist Opasek

Headgear 'hed, gro Pokryvka hlavy

Band baend Stuha

Tiara tr'ars Korunka

Knee breeches ni: ‘bri:tfiz Pumpky nad
kolena

Apron ‘erpran Zastéra

To drape dreip Pichodit

Attached o'taetft Pfipevnény

Brooch brootf Broz

Headband 'hed band Celenka

Peasant ‘pezant Lidovy

Design dr'zain Styl

Genuine ‘dzenjoin Pravy

Garment ‘ga:mont Odév

Readily ‘redil Snadno

Battered ‘baetad Otluceny

Shillelagh Jolizla A wooden walking stick Vychazkova hil

Fringed frindzd Olemovany

Fairly ‘fealr Docela

Saffron ‘saefron Safran

Sporran 'Sporan A small bag which men Brasnicka

wear with a kilt

26




English Pronunciation | Word meaning Czech
Fur fs: KozZesina
Close fitting Klous 'fitm Pfiléhavy
Beret ‘berer Baret
To highlight ‘har lart Zduraznit
Brath bra:0 A piece of cloth falling

down the back
Mantle ‘meental Plast
Covering ‘Kavarm Pokryvka
Pin pin Spona
Tailored ‘terlad Ptiléhavy
Allegiance o'li:dzans Vérnost
Bawneen 'bo:ni:n The yarn of wool
Outdated .aot'dertid Zastaraly
Broad bro:d Siroky
Plain plein Jednobarevny
Bow bou Masle
Veil velil Zavoj

To diminished in

dr'minft in saiz

Become smaller

Zmensovat se

size
To reveal r'vi:l Odkryt
Extent 1k ‘stent Mira
Coatee ‘Kouti: A jacket with a short tails | Redingot
Feather ‘fedo Pirko
Tan ten Light brown colour Svétlehnéda barva
Pleated ‘pli:tid Skladany
Lace lers Krajka
Ruff raf Krejzlik
Rhinestone 'ram stoon An imitation of precious Stras
stone
Sequin ‘si:kwin Flitr
Diamante daro’maenti An imitation of precious Saton

stone
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English Pronunciation | Word meaning Czech
Waistband ‘weist beend Ozdobny pas
Affluence ‘eefloons Blahobyt
Irish English

Feis, feissana

Competition, competitions

Conradh na Gaeilge

Gaelic league

An Coimisiun le Rinci Gaelacha

The commission of Irish Dancing

Uilleann

Pipes
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7. CONCLUSION

The thesis was divided into two parts — theoretical and practical. The task ot the
theoretical part was to familiarize the readers with the theory of translation, history of

Ireland and Irish dances.

The theory of translation has covered several parts. From the definition of
technical text, through types of translation, translation of technical text to mistakes we
can make during translating into Czech. For making translation the most important is to
understand the source text then to master both, source and target language. It was also
stated that any technical text can be translated to maternal language as well as from

maternal language. For this part of thesis mainly printed sources were used.

The part of the theoretical section was also a short overview of historical events

that have influenced the evolution of culture respectively dancing in Ireland.

Finally, brief description of Irish folk dances was added. For history of Ireland

and description of Irish dances predominantly electronic sources were used.

The practical part was dedicated to translation from the field of Irish culture, text

analysis and glossary.

The translated text was the technical text from the field of garment industry and
Irish culture (folk dances) at the same time. The book Irish Dancing Costumes their
origins and evolution written and published by Dr. John Cullinane in 1996 was chosen.
It discusses Irish dancing costumes over the period of time and influence of some
cultural and historical issues on their development. During the translation author come
over some terms she did not know and which were described in the text analysis and in

the glossary.

The text analysis concerned two parts, first part dealt with semantic aspect of the
translated text and the second part contained morphological and lexical analysis of the
text. For this part of thesis electronic sources and author’s knowledge and experiences

were used.

Glossary contains mainly vocabulary from the field of garment industry and it
was ordered chronologically as we were able to find them in the text. It was decided to
add Irish — English glossary to English — Czech glossary since some Irish words were

used in this thesis.
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10. LIST OF ABBREVIATION

ADCRG - Ard Diploma Coimisiuin le Rinci Gaelacha
atd. — a tak dale

C. P. C. —Cork Pipers Club

DC — before christ

Dr. - Doctor

etc. — et cetera

MA — Master degree

pozn. ptekl. — poznamka piekladatele

RTME - Registered Teacher Mainland Europe

TCRG - Teagascoir Choimisitin le Rinci Gaelacha

TMREF - Ceili Dance Teacher

38



11. ABSTRACT

The thesis concerns with translation from the field of the Irish culture. The
subject of the translation is the book Irish Dancing costumes by John Cullinane from
1996. The book is dedicated to the historical development of Irish dancing costumes.
That is why the thesis contains the historical background of Irish dances and
information about Irish dances themselves. Further, the thesis focuses on the translation
of technical texts, the part of which is also the analysis of translated text and the

glossary of words connected to the garment industry.
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12. RESUME

Préace se zabyva piekladem z oblasti irské kultury. Pfedmétem piekladu je kniha
Irish Dancing costumes od Johna Cullinana z roku1996. Kniha se vénuje historickému
vyvoji kostymu irskych tanct. Proto je prace doplnéna o historické pozadi irskych tanct
a 0 informace o irskych tancich samotnych. Déle se prace vénuje teorii piekladu
odbornych texti. Jeji soucasti je také analyza prelozené¢ho textu a glosar slov spojenych

s odévni tématikou.
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13. APPENDICES

Early published photographs of
Irish dancers

While very few authors have discussed Irish dancing costumes some have
included photographs of dancers without commenting on the costumes.
O'Neill (1913) in his fascinating book Irish Minstrels and Musicians includes
three photographs which are of interest zalong with data on the dancers in the
photographs. However, although the three ladies O'Neill featured were all
Irish dancers, it is not absolutely clear whether the costumes they wore were
for dancing or for pipe playing only. If one assumes that the ladies wore the
same costumes for both activities then these would probably represent the
earliest published photographs of Irish dance costumes. They are all the more
interesting in that they illustrate two types of costumes, namely (what I shall
refer to as) the "Colleen Bawn" variety and the long dress and shawl variety.
The Colleen Bawn style consisted of the hooded cloak and usually an apron
over the front of the dress.

O'Neill (page 335) illustrated a young lady named Mollie Morrissey
wearing the hooded cloak or Colleen Bawn style costume. She was not only a
champion piper but also a champion dancer. The photograph on page 483
shows three dancers (Mazie McCarthy, Alice Dunne, and May McCarthy (1))
wearing long straight dresses (not of a full nature) with shawls apparently held
only at one shoulder, with some embroidery on both the dresses and shawls.
They are wearing a sash over the right shoulder and this is used to display their
medals. A cord adorns the waist of the dress and hangs down the front to about
knee level. They are also wearing headgear probably of a band or raised tiara
type. A comparison of these two photographs illustrates the two types of
costumes worn about 1911-1912. The Colleen Bawn type was on the decline
at this period and was being replaced by the long dress and shawl type.

O'Neill's photographs are also of interest because of the use of
embroidery on the costumes (page 483 ) on both the dress and the shawl. This
is certainly one of the earliest documented uses of embroidery on a (dancing ?)
costume.

The earliest published photographs that I have been able to find that

refer with absolute certainty to Irish dancers were in a book published in 1914
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Tarly published photographs of
Irish dancers

by Kinney and Kinney. This work does not appear to have been referred to by
other authors who have written about Irish dancing, yet it contains a
fascinating account of Irish dancing in America at the start of the 20th
century. Eight photographs of "Thomas Hill and Patrick Walsh" in various
dancing positions are shown on page 174 in an effort to illustrate how the jig,
hornpipe and reel were danced. Page 175 contains three photographs
illustrating three different movements of "A Four Hand Reel". Four
photographs on page 178 illustrate "The Irish Jig". Three of these photographs
contain couples (a male and a female) facing each other and featuring Miss
Murray, Miss Reardon, Mr Hill, (2). and Mr Walsh, while the fourth
photograph shows Mr Patrick J. Long (solo).

Kinney and Kinney featured the men wearing knee breeches with waist
bands displaying medals and shirts with bow ties. The waist band worn by Hill
appears to have the letters C.P.C. which would refer to the Cork Pipers Club
where he had learned his dancing. The women more interestingly are shown
wearing a long dress and with full length hooded cloak, with the hood of the
cloak covering the head. From these photographs it appears that the women
actually danced with the head covered by the hood of the cloak. This practice
was confirmed for me by such deceased dancers as Molly Hasson, Nellie
Sweeney, and my mother. It is also illustrated in a photograph of young
Australian Irish dancers in Sydney 1916 reproduced in O'Farrell (1994).

Another very early work which featured photographs of Irish dancers was
the publication National Dances of Ireland by Elizabeth Burchenal. This book
was published in 1925 in America but the work had been compiled during her
1913 visit to Dublin for an international folk dance workshop. The delay in
publication was due to the outbreak of the First World War. The publication
of this work in America at such an early date has resulted in very few copies of
this book being available in Ireland. While Burchenal undoubtedly did a
fantastic job in producing this book with its fine illustrations and very
interesting photographs, it should not be forgotten that she was very well
assisted in the work by Mr ]. M Lang of Dublin (3).
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Early published photographs of

Irish dancers

The inside cover photograph in Burchenal's book is of a group of dancers
and musicians. I understand from the late Mrs. LeGear of Limerick that this
group toured America about 1900 and that the photograph was taken at that
time (photograph 3). The women in the photograph wore long dresses with
white aprons, while the men wore knee breeches, shirts and cravats. This was
more or less the contemporary dress and could hardly be referred to as dancing
costumes.

Most of the photographs included in Burchenal's book serve to illustrate
the movements of the twenty-five figure dances in the book. In the preface she
stated that these photographs were taken purposely at a crossroads and include
some of the finest dancers in Ireland. The male dancer illustrated on pages 71
and 73 was Tomas Lawlor of Dublin, a well known member of The Irish
Dancing Commission, from which it may be assumed that this group of dancers
were from Dublin. It is not certain whether these photographs were taken in
1913 during Burchenal's visit or at a later period i.e. after World War One. The
costumes might suggest the latter. The men wore knee breeches, shirts and ties.
The women wore long dresses, rather typical of the period except for the fact
that they had large long shawls draped from one shoulder and attached by a
Tara brooch at the waist at the opposite side in what was a definite attempt to
distinguish them as dancing costumes. The women wore headbands but these
were not unusual as everyday dress for that period. The women also wore a
cord around the waist of the dress. Lang (in Burchenal 1913) is quoted as
having said of these photographs that "the dresses are the Irish peasant dress of
old Celtic design, the knee breeches are the genuine old Irish garment. The
ladies' dresses are all of old Celtic design".

Possibly the earliest book to contain both an account of Irish dancing
costumes and to illustrate these with photographs was The Solo Irish Jig
published by Elvira Ajello (1932). The book contains a two page account of
"Notes on Costumes" and carries four illustrations of the costumes. It also
contains numerous other illustrations to show the reader the position of the
feet for the execution of the solo jig.
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Early published photographs of
Irish dancers

The author, about whom little is known, resided in Counties Cork and
Kerry for three years where she both studied and taught dancing. Her book is
rarely referred to and is not readily available. However, the comments on the
costumes along with the illustrations are of interest.

Ajello stated that she "did not recommend the familiar Paddy with a pipe
and battered hat and a shillelagh, or the Colleen Bawn dress". Her reason was
that they had been associated in the past with steps that were a caricature of
the genuine Irish steps. She also stated that the such stage costumes were not
encouraged by the Gaelic League. She both described, and illustrated with
photographs, the costumes that she and her pupils wore. The girls wore white
woollen kilts and white blouses with fringed green shawls attached to the left
shoulder by a Tara brooch. Although she did not refer to it, from her
photograph of the girls' costumes the shawl apparently had a fairly large single
piece of embroidery but the kilt did not appear to have any. The boys wore
saffron kilts and shirts, coats of Lincoln green, fringed saffron shawls attached
to the left shoulder by a Tara brooch along with "a small sporran of fur, a
leather belt and a navy blue cap like that worn by a Breton fisherman, not the

usual close fitting beret". The shawl was loosely folded and it hung down the
back.

The entire male costume as illustrated by Ajello, with the obvious
exception of the hat, is almost identical in every way to that generally
accepted as the male dancing costume of the 1990s and highlights how little
the male dancing costumes have changed in over sixty years This is in stark
contrast to the enormous changes in the female costumes.
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Early Irish dress and its influence on
current female dancing costumes

The brath or shawl:

The brath or shawl is still worn in some form or other by both male and
female dancers. It is truly an Irish garment and appeared to have struck English
authors as most characteristic of Ireland and was greatly admired by them
(Spencer 1633). The word brath is the Gaelic word for a cloak, mantle or
garment and is still used today by many Irish dancers when referring to the
shawl part of their costume. It originally referred to any cloth or covering. In
pre-Norman times it was an outer garment worn over the "leine" which was a
type of long shirt. The brath was either rectangular or square and fastened
either with a pin or brooch on both shoulders or attached with a single brooch
at the front at chest level. One of the most famous of these brooches, still
preserved today, is the Tara Brooch. It is still the most widely used brooch on
present day dancing costumes. The brath was a hoodless, sleeveless garment
generally fringed at the bottom and sides with a different colour. It had a heavy
fringe around the neck. While it was a decorative garment it was also
functional. It was worn as an outer garment for warmth and at night times it
could be removed and laid on the ground as a blanket.

The cloak:

The cloak evolved from the brath. It was less symmetrical than the brath
and more tailored and sometimes had a hood attached as part of it. In 1645-49
the Papal Nuncio mentioned the women's cloaks with hoods fastened to them.
They were worn as everyday dress up to the end of the 19th Century and even
into the early part of the 20th Century.

The hooded cloaks were still in evidence in Bandon and Macroom up to
the 1980's and were worn in parts of County Cork (and possibly elsewhere) as
part of everyday dress but especially as good Sunday dress. The Kinsale cloak
was one of the best known style of cloaks in Ireland. The hood part was usually
very large and when raised up to cover the head it usually fell in such a manner
as to rest on top of both shoulders. These hooded cloaks were very popular in
Ireland in the 18th century and early 19th century. The diminutive forms of
these cloaks are often referred to as Colleen Bawn or Irish Colleen cloaks.
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" Origins and development of the dancing
N costumes of the 20th century

The prototype of today's female Irish dancing costume seems to have
originated from the period about 1915 or even slightly later.

The dance costumes worn today owe their origins to the Gaelic revival
and the foundation of the Gaelic League in 1893. Those associated with the
Gaelic revival sought a costume that would be accepted as national dress and
would signal their allegiance to the Gaelic revival. They adopted kilts for the
men and long bawneen dresses with shawls or braths for the women. However,
these types of 'national dress' only developed and evolved as dancing costumes
at a later period i.e. from about 1915 onwards. For the female dancers the
Colleen Bawn/hooded cloak became outdated in or around 1915 and was
replaced by a type of Gaelic costume that was not designed specifically as an
Irish dancing costume but rather to identify those with an allegiance to the
Gaelic revival movement.

These Gaelic costumes were first worn by those associated with the
Gaelic revival (both cultural and political) in its broadest sense. The female
dress was often of white bawneen material, sometimes with green ribbons in
both the hair and in the shoes. The old style of Celtic brath or shawl attached
at the two shoulders replaced the hooded cloaks. The Tara brooch was usually
used to attach the shawl. This "Irish dress" was frequently worn on Sundays
only (according to Molly Hasson Cork) or on other special occasions, such as
First Holy Communion, weddings or other social events (photographs 7, 8 and
9). Photograph 7 shows my own mother in 1918 wearing her Irish Citizens’
Army costume or her "Irish costume" she referred to it. This, she emphasised,
was not her dancing costume, which at that time still consisted of the Colleen
Bawn hooded cloak (see photograph 6) and later on it consisted of a long dress
and sash. Yet this Irish Citizens’ Army type of costume was more or less the
prototype of the present-day dancing costume. My mother wore her "Irish
costume" as a member of Cumann na mBan and when attending any social
events at the Cork Pipers Club etc. It was a plain coloured dress with a large
shawl draped over the two shoulders, with large embroidery at each of the four
corners and attached with two Tara Brooches at the front, with a small amount
of embroidery around the neck and a large bow in the hair.
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Origins and development of the dancing
costumes of the 20th century

Photograph 8 shows the Bowen wedding group in 1920. The marriage
took place at the Lough Church in Cork City and the wedding group is shown
in full "Volunteer uniform". However, the female Irish dress shown in the
photograph shows a strong resemblance to the early Irish dancing costumes.
The bride and bridesmaid wore veils (of a bawneen material) on their heads
and also rectangular shawls over both shoulders held in place by two Tara
brooches. The corners of the shawls were embroidered. This Irish dress worn
by the females for the wedding was very similar to that described previously as
worn by my mother. These "Irish costumes" were the prototypes of the modern
day dancing costumes. These Irish costumes, or Gaelic costumes as they were
often called, were also worn by younger children. Photograph 9 shows a group
of children confirmed at the Pro-Cathedral in Dublin, wearing Irish costumes.
Molly Hasson told me that as a young girl, she wore her white bawneen Irish
dress on Sundays and other special occasions. Yet she wore the Colleen Bawn
hooded cloak and skirt with apron as her Irish dancing costume. Apparently it
was only at a later period that the bawneen white dress was adopted as a
dancing costume, some time after it had been accepted as an "Irish costume".

From about 1920 onwards when the Colleen Bawn style was abandoned
it was these Irish costumes that were adopted for Irish dancing. Likewise when
the knee breeches became outdated they were replaced by kilts as male Irish
dancing costumes. Kilts (like the female Irish costume) had been adopted as
Irish dress by members of the Gaelic League many years prior to their being
accepted as Irish dancing costumes.
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Women s Costumes

Having abandoned the Colleen Bawn/hooded cloak type of dress around
the 1920s, female Irish dancers took to wearing dresses with large rectangular
or squares shawls, pinned at the front by Tara brooches. At first the shawls
were very large and covered the shoulders and most of the hands, arms and
sides so that frequently little or nothing of the top of the dress was seen. They
were also very long and frequently covered the back of the dress entirely. The
shawls gradually diminished in size over a period of time. They also changed
from the type where the two corners of the shawl met at the front just above
the waist and were pinned together by a single Tara brooch (photographs 22 to
26) to the variation where the two corners of the shawl did not meet but were
attached to the two shoulders by two Tara brooches (photographs 33, 34, and
35). This latter variation revealed more of the dress. The evolutionary trend in
the case of the costumes for the younger dancers was for a reduction in the size
of the shawls to the extent that the shawl came to be attached at one shoulder
only and either hung down the back or were attached to the waist at the
opposite side (photographs 28-32). It is these latter variations, shawls attached
at one shoulder only, that are still the most popular today. The adult female
dancers however, seemed to have favoured the smaller shawls even from an
early stage. The photograph of Maire McStocker in 1911 (photograph 16)
along with those shown in O'Neill (1913) and Burchenal (1925) seem to
indicate the preference by the adults for the smaller shawls attached to one
shoulder only and attached to the waist at the opposite side.

About 1922 Lily Comerford introduced a class costume for all her dancers. In
the case of the females this consisted of kilts with blouses and jackets (or
coatees) over the blouses (photograph 17). The jackets did not button or close
in the front but had the small sized shawls attached to one shoulder only and
hanging down the back. This style of costume became very popular with other

Photos 23-25. 1920s. Essie Connolly dancers from Dublin.

Photo 23. Unknown dancer wearing a large shawl over both shoulders, almost covering the entire top
part of the dress. The apron was used to display medals including two large distinct Tailteann Games
medallions.

Photo 24. Unknown dancer with distinct embroidery on the corners of her shawl.

Photo 25. Similar costume to the previous one but with some embroidery on the top of the dress
showing in between the shawl.

Photo 26. circa 1928. Evelyn O'Connor, pupil of Essie Connolly, with long embroidered shawl
covering both shoulders and attached with a Tara brooch. (28)
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o Women's Costumes

dancing classes later on. It was adopted in a modified form by Essie Connolly's
dancers about 1928 (photographs 28 and 29). They wore the coatees over a
dress and wore berets on the head with feathers in the berets but sometimes
the dancers abandoned the berets and feathers (photograph 32). This style of
jackets and dresses, including berets and feathers, was also worn by some
unknown Cork dancers in the 1920s (photograph 49). When Cormac
O'Keeffe started his own dancing class, as distinct from the Cork Pipers Club
dancing class (13), he likewise used black jackets or coatees over yellow dresses
with yellow shawls attached at one shoulder only but he did not use the berets
or feathers. Later, when Peggy McTeggart introduced her own class costume in
1940 she also used a jacket and kilt style of costume (photograph 52). The
jacket was of the usual black colour and the shawl and kilts were tan in colour.
The Nugent School of Dancing in Mallow continued to wear black jackets
over pleated dresses along with berets and feathers up to the 1960s but

included a lace ruff around the neck and lace collars around the sleeves
(photograph 50).

Some of the older Connolly dancers in the 1930s took to wearing a
different style costume consisting of shawls just barely attached at both
shoulders and hanging down both sides with distinctive embroidery along the
entire border of the shawls and cords around the waist. The dresses were of the
same colour as the shawl. This could almost be interpreted as a return to the
very early style of costume worn by the Connolly dancers but it differed in that
the shawls were smaller and neater and revealed most of the front upper part
of the dress. It also differed in the use of a relatively large amount of

embroidery forming a continuous border along the shawl (photographs 33, 34,
35). :

In the 1950s and 1960s very finely pleated (accordion pleated) dresses
were popular especially with some of the most prominent Dublin dancing
classes. They were usually worn with jackets or coatees and fine-pleated shawls
and frequently with dancing school crests on the jackets (but without berets).
This style of "accordion" pleated dress is very rarely seen nowadays. lt went
into decline sometime in the 1970s.
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Embroidery on the female costumes

One of the greatest developments in dancing costumes since the 1920s
has been in the use of embroidery. Present-day costumes are magnificent works
of art adorned almost to excess with embroidery and appliqué etc. This has
given rise to a big business or industry in designing, embroidering and
manufacturing dancing costumes. It is big business since each dancer nowadays
usually has her own individually designed costume, in contrast to the
standardised class costumes of earlier years. All this has made Irish dancing
very expensive with costumes costing in or around £500 to £700. In addition
there are other accessories such as shoes, headgear etc.

Embroidery was first used on female dancing costumes sometime in the
1920s or maybe earlier (O'Neill 1913, and photograph 7 dated 1918).
However, even up to the 1940s and 1950s it was only used very sparingly. At
first it was used as single isolated pieces (photographs 22, 24, 25,and 26) but
sometime in the late 1930s a continuous border of embroidery on the shawls
was introduced (photographs 33, 34 and 35). In the 1950s a continuous border
of embroidery around the end or tail of the dress became popular. This
coincided with the change to a fuller type dress (photographs 45 and 71).
However, up to the mid 1980s embroidery was still very modest in quantity,
style and colour. Since the mid 1980s the amount of embroidery on female
Irish dancing costumes has increased about ten fold and must surely be near its
limits. In recent years also we have seen the introduction of, and subsequent
enormous increase in, the amount of appliqué as well as increasing amounts of
diamantes, rhinestones and sequins not only on the dress and shawl but also
on the headgear. The cost of the costumes has increased accordingly with the
increase in embroidery and appliqué etc.

Embroidery appears to have been used on Irish dress and Irish dancing
costumes since some time in or around the end of the first decade of the 20th
century. However, the use of appliqué on the dancing costumes appears to be
of recent origin, as recent as the late 1980s. Appliqué has very rapidly replaced
embroidery and in fact by 1996 many of the costumes are heavily adorned with
appliqué and completely or almost completely devoid of embroidery.

Fmbroidery on men's costumes is extremely rare and where it is seen it
usually consists of a very small piece on the shawl only or a small piece on the
waistband when worn with trousers.
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, Present Day Irish Dancing Costumes

It is not the objective of this present work to review or analyse the
current day Irish dancing costumes but rather to give a historical account of
the origins and developments that have occurred and thus to place the present
day costumes in perspective. I have included a brief account of the major
changes that have occurred in recent years. However, a detailed account of the
present day costumes is best left to those more qualified than myself in the area
of costume design.

What is of interest is the enormous degree of worldwide uniformity and
acceptance of what constitutes Irish dancing costumes. This is especially
interesting since there are no written or even unwritten guidelines that [ am
aware of. The costumes have evolved more or less by mutual acceptance. Ease
of travel and affluence have increased contact between teachers and dancers
internationally. Since the 1970s or so, to an ever increasing degree, teachers
and adjudicators from Ireland and Great Britain travel to North America and
Australasia. Increasing numbers of dancers from all parts of the world travel
to Ireland for such events as the All-Ireland and World Championships. All
of this has led to greater contact and greater worldwide familiarisation with all
aspects of Irish dancing, including the dancing costumes. Indeed the use of
videos has also contributed to this worldwide familiarisation.

This increased contact has led to a homogeneity of both style of dancing
and of dancing costumes. Gone are the days when one could immediately
identify a dancer's school or locality by his/her style of dancing or dancing
costume. Regional differences in costumes are no longer as identifiable as they
used to be. The costume is unique to the individual dancer and not to the
dancing class or region where the dancer resides or learns. Except for group or
figure dancing, solo costumes are the order of the day, with each one being
individually designed for each dancer. However, even in the solo costumes,
which show enormous variation in colours and embroidery and appliqué
designs, there is a worldwide homogeneity in the overall format of what is
acceptable. There is an unwritten code as to current trends and general
acceptability. Considering the lack of legislation, the overall similarity in the
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Present Day Irish Dancing Costumes

general format of the costumes is incredible. There are no rules which specify
that it is compulsory to wear a shawl or to wear a Tara brooch or that the dress
or shawl must be embroidered etc.

Increased world-wide contact and the ever increasing speed with which
contact can be made nowadays means that as soon as an acceptable trend
appears at a major event in any country, that trend makes its appearance in
other countries within a short period of time. Changes are imitated world-wide
within weeks rather than decades as had been the case in the past.
Innovations in costumes seen at the World Championships, for example, are
reported back to other continents, countries and areas within extremely short
periods. No single country can be said to lag far behind any other when it
comes to the question of dancing costumes or dancing style.

Changes or innovations in dancing costumes are perceived to be all the
more acceptable if they are brought in by well known top prize winning
dancers or by very eminent teachers. It would appear that it is the champion
dancers who decide the trends in costumes. A new costume, especially if it is
being worn by a prominent champion dancer and even more so if it is being
worn for the first time at a major event, is likely to attract enormous attention
and comment.
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