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Introduction  
Ciara Chambers 
 
Even before the birth of cinema, literary and visual forms of cultural creation and 
expression had a rich history of intertextual interaction. This year’s section includes reviews of 
two books (one monograph and one edited collection) with a heavy focus on literature alongside 
some illuminating scholarship on visual forms. Both books also deal with Irish identity and 
masculinity on a local and world stage. The first is Val Nolan’s study of Neil Jordan, a towering 
figure in Irish cinema, known internationally for work made both in Ireland and in Hollywood. 
Neil Jordan: Words for the Page explores Jordan’s writing, a largely underscrutinised area in 
scholarly critique (which has mostly focussed on his cinematic output). Jordan has always been 
a literary filmmaker: in some cases his screenplays are based on literary sources he has adapted 
himself, on other occasions he works with notable authors as writing collaborators. As Gough 
points out, Nolan demonstrates how Jordan’s writing explores literary traditions in tandem with 
his filmmaking, and it is this approach that secures Jordan’s reputation as one of Ireland’s 
leading “multi-faceted creative[s]”.  
 The second book with a focus on literature is Ageing Masculinities in Irish Literature 
and Visual Culture, edited by Michaela Schrage-Früh and Tony Tracy. The collection brings 
together scholarship based on a range of primary texts and interdisciplinary methodologies, 
covering theatre, poetry, prose, poetry, art, music and media. The reviewer, Barry Monahan, 
expresses a desire to see more filmic analysis on the topic; he won’t have to wait long, since 
the editors’ new collection Ageing Masculinities in Contemporary European and Anglophone 
Cinema (Routlege, 2023) is hot off the press! 
 This section also features Stephanie Rains’s review of Tony Tracy’s monograph White 
Cottage, White House: Irish American Masculinities in Classical Hollywood Cinema. Based 
on close textual analysis, the book examines figures like the Irish-American cop, the priest and 
the boxer, as well as considering the careers of actors who took on such roles (like Pat O’Brien 
and Barry Fitzgerald as well as Hollywood stalwarts James Cagney and Bing Crosby). 
Thematically, Irish-American whiteness and masculinity are considered within the context of 
mid-twentieth-century American socio-political norms, and the book offers a rich historical 
account of the era under scrutiny.   

Stephen Boyd describes Stephanie Rains’s Advertising and Consumer Culture in 
Ireland,1922-1962: Buy Irish, as “an informed study of the relationship between consumer 
culture and Irish social and political history” and a core text for anyone interested in the history 
of Irish advertising and marketing. Based on a diverse range of archival research into print and 
image sources and touching on home ownership as well as gender and class politics, the book 
demonstrates how consumer culture formed a core part of Irish identity in the four decades after 
independence.  
 Michael Lydon reviews John O’Flynn’s Music, The Moving Image and Ireland, 1897-
2017.  Covering over a century of creative history, the book explores the relationship between 
Irish composers and musicians and the screen, with a focus on films produced in Ireland or with 
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an Irish theme. Given the challenges associated with defining “Irish cinema”, determining the 
parameters of this study must have been a challenging task, never mind the sheer volume of 
artists to be considered from Seán Ó’Riada to Sinéad O’Connor. Lydon outlines how the book 
encompasses “multifarious influences, approaches and resources” as well as extending beyond 
narrative cinema to consider more marginalised forms, such as newsreels, tourism and 
information films. 

Tadhg Dennehy explores Stephanie Schwerter’s study of filmic representations of three 
iconic sites of conflict: Belfast, Beirut and Berlin. The book considers the shared tropes of 
division associated with each city, as well as the distinct characteristics embodied in cinematic 
narratives centred on each location. Alongside textual analysis of over thirty films, a contextual 
account of the development of each local film industry is also provided. 

In the midst of awards season, Irish film has been highly visible on the world stage, 
particularly with the vibrant discourse associated with The Banshees of Inisherin (Martin 
McDonagh) and the intensifying critical acclaim for An Cailín Ciúin (Colm Bairéad). In 
October 2022, Screen Ireland and Northern Ireland Screen both hosted high-profile events to 
celebrate recent successes and unveil current priorities and objectives.  Screen Ireland’s 
industry days For the Storymakers were hosted in Galway and Dublin, while Northern Ireland 
screen launched its new four-year strategy Stories, Skills and Sustainability in Belfast. As well 
as seeing the encouraging growth of the local creative sector it is also heartening to see 
increasing access to our audiovisual heritage, spearheaded by Northern Ireland Screen and the 
Irish Film Institute. The work of the IFI Irish Film Archive has been part of the recent To Save 
and Project series at the Museum of Modern Art. MOMA’s International Festival of Film 
Preservation included a screening of a digital restoration of This Other Eden (Muriel Box, 
1959), an Ardmore studios film produced by Emmet Dalton. Northern Ireland Screen’s Digital 
Film Archive team has also been busy producing The Looking Glass Anthology, “a collection 
of beautiful, thought-provoking, audio-visual works by a range of musicians and poets that 
capture what the archives mean to them on a personal level”(“Arrival”). The anthology is an 
example of the potential of creative reuse to fashion new narratives from archival footage, 
powerfully demonstrating how artists can comment on twenty-first-century Irish identity by 
exploring the audiovisual material of the past. It too, recently found an international exhibition 
space at the Video Art and Experimental Film Festival in New York.  

Ireland continues to be the site of groundbreaking initiatives in screen education. In 
2022 it was the first to roll out a pilot course on Neurodiversity in the Screen Industries. 
Spearheaded by Eleanor McSherry (Adult Continuing Education, UCC) and sponsored by 
Screen Ireland, it brought together professionals from the creative sector to learn about 
cultivating a more inclusive space on set, as well as considering how screenwriting could move 
beyond restrictive and stereotypical representation of neurodivergent characters. Another 
pioneering initiative, Immersive Wexford, offered cutting-edge seminars on the latest 
developments in AR, VR and Virtual Production, a rapidy growing sector with a large skills 
gap. Coordinated by Linda Curtin and sponsored by Screen Wexford, Screen Skills Ireland and 
Wexford County Council, the online programme of leading speakers in the field drew an 
audience of over 1,000 participants from all over the world and will run again as Immersive 
Ireland in 2023. 

All of this activity supports academic teaching and research, as well as sharing important 
historical material with the general public through programming and community outreach. 
Perhaps most importantly, it demonstrates Ireland’s commitment to maintaining and supporting 
a strong and inclusive national film culture.  

 
 

  

https://www.screenireland.ie/promoting/screen-irelands-industry-day-2022-event-summary
https://northernirelandscreen.co.uk/news/general/northern-ireland-screen-launches-new-4-year-strategy-stories-skills-sustainability/
https://www.moma.org/calendar/groups/34
https://www.moma.org/calendar/groups/34
https://digitalfilmarchive.net/collection/the-looking-glass-anthology-184
https://screenwexford.com/news/immersive-wexford-3/
https://www.immersive-ireland.ie/
https://www.immersive-ireland.ie/
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City Limits: Filming Belfast, Beirut and Berlin in Troubled Times 
Stephanie Schwerter 
New York: Bloomsbury, 2022, 312 pp. 
ISBN: 9781501380457 
 
Reviewer: Tadhg Dennehy (University College Cork) 
 
City Limits: Filming Belfast, Beirut and Berlin in Troubled Times offers the reader an engaging 
outline and thorough analysis of over thirty films concerned with the cinematic representation 
of these three cities — three highly significant sites of conflict and political unrest in 
contemporary European history.  

Schwerter establishes significant links between Belfast, Beirut and Berlin as cities of 
division and investigates the extent to which filmmakers have expressed the distinct, and 
sometimes shared, characteristics of these three cities across a varied range of productions. 
These parallels are established quite succinctly in the book’s opening chapter, “Historical and 
Cultural Background”, where Schwerter charts the political and social reasoning behind each 
city’s divided nature. Indeed, it is this trope of division — the division of cities through 
sectarianism, through the clash of socio-political ideologies — that binds the study. In this 
opening chapter Schwerter charts the history of sectarianism and religious division in Belfast. 
Beirut’s division, as in Belfast, is evident along religious lines, whereas in Berlin division is 
physically manifested though the presence of the Berlin Wall, a concrete demonstration of 
opposing ideologies.  

As well as providing the reader with a comprehensive political and historical context 
for each city, Schwerter also helpfully provides a decent insight into the histories of the film 
industries in Northern Ireland, Lebanon and Germany. Lebanese cinema, we learn, is a 
“comparatively small cinema which consists of … disparate filmmakers living both in Lebanon 
and in exile” (2022: 35), where Beirut serves as a near constant setting. This dispersion of film 
practitioners leads to an inconsistency in representation; Schwerter cites Elie Yazbek when she 
states that “despite Beirut’s omnipresence…the city never shows a stable and unchanging 
identity from film to film” (2022: 37-8). We are provided with a brief, but comprehensive 
history of the development of German cinema; of particular note is a reference to films 
produced by East German producers who “deviat[ed] from the syrupy image of life under 
socialism” (2022: 43), such as Konrad Wolf’s The Divided Sky (1964) and Gerhard Klein’s 
Berlin Around the Corner (1965). 

https://www.archivesforeducation.com/makefilmhistory
mailto:ciara.chambers@ucc.ie
https://orcid.org/0000-0003-2003-100X
https://orcid.org/0000-0003-2003-100X
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As a student of Irish cinema, perhaps it is only natural that this reviewer is slightly more 
informed, and thus critical, of the section concerning the development and history of Northern 
Irish cinema, relative to those of Germany and Lebanon. There are two points I wish to take up: 
firstly, given the cinematic analysis that follows in subsequent chapters, the omission of any 
reference to Carol Reed’s 1947 film Odd Man Out is significant. According to John Hill Odd 
Man Out “artistically [...] set the pattern for many cinematic portraits of the ‘troubles’ that 
followed” (2006:191). Its non-inclusion in this opening section of the book is noteworthy given 
its undeniable influence over subsequent productions and its thematic foreshadowing of much 
of the analysis that follows. Yes, there is a brief reference to Odd Man Out in the book’s fifth 
chapter, where its plot is compared to Yann Demange’s ’71 (2014), however this in no way 
does enough to give due account of the film’s impact.  
  Secondly — and perhaps this is a point that simply requires a little more clarity on the 
author’s part — Schwerter references an article by Irish language novelist Alan Titley, where 
he states that Northern Ireland had “managed to replace the Soviet Union as an important thriller 
location” (2022:53). This was a bold statement by Titley when he made it in his 1980 article 
“Rough Rug-Headed Kerns: The Irish Gunman in the Popular Novel”, but perhaps it is even 
more jarring for Schwerter to reference it in 2022 given the benefit of forty-two years’ worth 
of hindsight. Northern Ireland and the Troubles never impacted mainstream consciousness and 
collective cultural myth making to the same extent  as the Soviet Union and its role as enemy 
— as the Hollywood propaganda machine saw it — in the Cold War. Yes, Hollywood took 
note, shoehorning in the occasional IRA man or woman as tragic hero (see Brad Pitt in The 
Devil’s Own (1997)), fatalistic man of violence (Sean Bean in Patriot Games (1992)) or even 
as femme fatale (Natascha McElhone in Ronin (1998)), but it is quite unconvincing to suggest 
that the Northern Ireland conflict ever really supplanted the might of the Soviet Union in these 
terms. One need only think of GoldenEye (1995), where James Bond, played here by Pierce 
Brosnan — whose list of acting credits does include an IRA gunman in The Long Good Friday 
(1980) — straightens his tie while hurtling through Moscow in a Russian army tank to recognise 
that Northern Ireland could never have surpassed the Soviet Union as a popular cinematic 
location in the eyes of Hollywood. 

Schwerter’s well-researched and detailed textual analysis of the films under 
investigation is neatly divided under several chapter headings: “Urban Space and 
Territoriality”, “Tropes of Violence”, “Representing Division Through Humour” and “Between 
Present, Past and Future”.  

In the first of these, “Urban Space and Territoriality”, the concept of territoriality — 
how the partition of an urban space is communicated, be that physically through “walls, 
barricades or demarcation lines” or through “mental representations of…hostile grounds” 
(Schwerter 2022: 47) — contributes greatly to the development and progression of plot in the 
films under scrutiny. The presence in Belfast of murals, peace lines and kerbstone paintings, 
which serve to distinguish predominantly Catholic areas from Protestant, acts to guide 
characters as they navigate their way through this contested city space. Schwerter focusses on 
Nothing Personal (1995) and Resurrection Man (1998) as two “so called troubles thriller[s]” 
(2022: 48) where the characters’ “mental maps” (2022: 55) of the territoriality of the city space 
act as an important tool in their navigation through the city’s streets. This concept of mental 
maps, of “emotional and mythical meanings…and memories associated with place” (2022: 55), 
is carried through to Schwerter’s analysis of Beirut, the Encounter (1981), In the Shadows of 
the City (2000) and The Belt of Fire (2003). In Beirut however, the demarcation of urban 
division is not as clear as in Belfast; therefore, characters can find themselves easily 
“destabilized by the evolving territoriality of their environment” (2022: 69). This is not an issue 
in Berlin, where the Berlin Wall clearly marks the divide between the politically divergent West 
and East, a division which is starkly represented in One, Two, Three (1961), The Man on the 
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Wall (1982) and Wings of Desire (1987), where “the presence of two completely different 
ideologies…visibly shape Berlin’s urban space” (2022: 84). 

In “Tropes of Violence”, Schwerter provides a very interesting analysis of Jim 
Sheridan’s The Boxer (1998), where she highlights the psychological violence the wives of 
Republican prisoners were subjected to; where they were forced to “give unrestricted support 
without being allowed to have a life of their own” (2022: 107). In a similar vein The Lives of 
Others (2006) highlights the psychological oppression the German Democratic Republic 
(GDR) enacted on its citizens through the actions of the Stasi. In the chapter “Representing 
Division Through Humour” Schwerter frequently cites Russian philosopher and literary critic 
Mikhail Bakhtin, whose theory of the carnivalesque is shown to be highly applicable to several 
films mentioned in the chapter. Schwerter states that the “humorous subversion of received 
power and value systems…liberates from traditional perceptions of the respective conflicts” 
(2022: 151). This is perhaps most evident in the Northern Irish satirical black comedy Divorcing 
Jack (1996) and in the German film Meier (1986) when the character of Ede Meier encounters 
GDR border police; their authority undermined through humour. In the book’s final chapter, 
“Between Present, Past and Future” we are presented with fresh, contemporary cinematic 
perspectives on the three cities’ recent histories. Of particular note is the Lebanese film A 
Perfect Day (2005), in which the city of Beirut bears few traces of the civil war; rather the 
“violence [of] the past keeps influencing the characters’ present” (2022: 243).  

While comprehensive in terms of its research, I feel this study could go further in 
offering well-founded cinematic links between the three cities under scrutiny. What we are left 
with reads instead as three distinct studies of cinema concerning Belfast, Beirut and Berlin, 
rather than an interlinked study of the three. In this regard the book never really transcends the 
sum of its parts, in that each section, while well researched, feels somewhat incomplete. 

City Limits: Filming Belfast, Beirut and Berlin in Troubled Times would, however, serve 
as an excellent introduction to anyone interested in the cinematic representation of these three 
divergent sites of political unrest in contemporary European history. For this reviewer the most 
compelling sections were those concerning Beirut and broader questions surrounding Lebanese 
cinema; the region’s cultural production perhaps neglected in this part of the world. One 
unfortunate point to note is the considerable number of typographical errors present throughout 
the text — an issue for the book’s publisher and editors — and, at times, the slightly inconsistent 
nature of the prose. It is testament to the strength and depth of the author’s research however 
that, while distracting, these formal concerns do not detract from the overall quality of the 
analysis — it remains an engaging read.  
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White Cottage, White House: Irish American Masculinities in Classical Hollywood Cinema  
Tony Tracy 
Albany: State University of New York Press, 2022, 230 pp.  
ISBN: 9781438489094 
 
Reviewer: Stephanie Rains (Maynooth University) 
 
In recent years, probably the most visible exhibition of Irish-American masculinities were those 
on display in and around the Trump administration.  One of the most distinguishing features 
(especially to those of us watching from Ireland) was the disproportionate number of white 
Irish-American men who were part of Trump’s inner circle for some or all of his tenure.  Even 
ignoring the more minor figures, this roll-call included Sean Spicer, General John Kelly, 
General Michael Flynn, Mick Mulvaney, Steve Bannon, Mike Pence, Kevin McCarthy and 
Brett Kavanaugh.  The only high-profile Irish-American women in the Trump universe were 
Kellyanne Conway and Amy Coney Barrett, and in general the Trump administration was as 
marked by gender disparities as it was by its ethnicity.  Some of these individuals appeared to 
place more value on their Irish-American heritage than others – Sean Spicer and Mick 
Mulvaney apparently being among the more invested of the group – but all of them gave very 
public performances of a contemporary version of Irish-American masculinity.  The analyses 
of precisely how and why an administration frequently allied to white supremacy, and which 
ended with a violent attack on the seat of American government itself, was shaped by so many 
white Irish-American men has yet to be written and will presumably occupy scholars of Irish-
America for many years. Certainly it represents a dramatic change from the previous few 
decades, when so many Irish-Americans in public life were famously associated with the 
Kennedy administration and the Democratic party.  Frequently pointed to as the moment when 
Irish-America fully attained its long-sought-after acceptance into whiteness and the American 
establishment, John F Kennedy’s election to President in 1960 is also the year at which Tony 
Tracy’s new book on Irish-American masculinities ends.  White Cottage, White House: Irish 
American Masculinities in Classical Hollywood Cinema explores the decades between Al 
Smith’s failed Presidential campaign of 1928 (a campaign destroyed to a large extent by anti-
Catholic sentiment) and John F Kennedy’s victory thirty-two years later.  

White Cottage, White House is structured thematically, with each of the five chapters 
covering a group of films which represented Irish-American men in specific ways, or which 
offered specific narratives for those men to perform a role as white Americans.  The first chapter 
maps the career of James Cagney as an exuberantly Irish-American actor whose roles evolved 
alongside public opinions of what it meant to be Irish-American, from gangster movies which 
used his ethnicity as a marker of crime to the film Yankee Doodle Dandy (1942) which used it 
to symbolise American patriotism. The second chapter focuses on that distinctive central 
character of classic Hollywood movies, the Irish-American priest.  This is a rich subject for 
analysis in the specific context of masculinity, especially given the idealised and heroic manner 
in which this very particular form of male identity was presented to movie-goers of the mid-
twentieth-century.  The chapter covers in impressive detail the development of films about 
Catholic priests in the aftermath of the anti-Catholic popular feeling which ended Al Smith’s 
Presidential campaign in 1928, and the particular importance of Spencer Tracy and Pat O’Brien 
to this film genre.  Tracy makes the argument that, although the films appear to offer a 
progressive social change for American Catholics, they actually offer “increasingly 
conservative reinforcements of hegemonies of gender and race”.  The chapter provides 
fascinating close readings of films such as Boys Town (1938) and Angels with Dirty Faces 
(1939) in order to explore this argument. 
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The next chapter is a very original discussion of biopics of Irish-American boxing and 
military figures.  The three principal films chosen for close readings are The Great John L 
(1945), Gentleman Jim (1942) and The Long Gray Line (1954).  Because the first two are also 
boxing pictures (being the biopics of ‘Big’ John L Sullivan and ‘Gentleman’ Jim Corbett 
respectively), much of this chapter focuses on the Irish-American fighter as an important figure 
of masculinity during and immediately after World War II.  By contrast, The Long Gray Line 
is the biopic of military swimming instructor Master Sergeant Marty Maher, set mainly during 
the late-nineteenth century. Tracy uses the concept of habitus – specifically of the gym, the 
military academy and the ideal cottage home – as the critical mechanism linking these films 
and their depiction of Irish-American men.  The first two close readings, focusing on the gym 
and the white male body, work very well in this regard as direct comparisons between the two 
films and even between the bodies of their two stars.  The chapter provides fascinatingly 
nuanced arguments about the intersection between Irish-American whiteness, class and the 
American Dream.  The analysis of The Long Gray Line fits less well into this framework, given 
the differences in both its internal narrative and its production context.  Being a film of the 
1950s rather than 1940s, this might have benefited from discussion alongside other films of that 
decade, and in particular other films which wrote the Irish-American soldier into American 
military history. 

The fourth chapter analyses that stalwart figure of Hollywood movies, the Irish-
American cop. Tracy seeks to outline a historical evolution of this figure between his 
appearance from the very earliest American films, such as A Policeman’s Love Affair (1905), 
through the 1930s films The Great O’Malley (1937) and Sergeant Madden (1939), to the post-
war examples of The Naked City (1948), Union Station (1950), Rogue Cop and Shield for 
Murder (both 1954).  The fifth and final chapter changes pace from analysing ‘types’ such as 
the priest, the fighter or the cop, and covers films in which Irish-American men visited Ireland.  
This of course includes the foundational text for such discussions, the 1952 John Ford movie 
The Quiet Man in which John Wayne’s Irish-American leading-man finds romance and solace 
in his mother’s home village of Innisfree.  Also covered in Tracy’s discussion are The Luck of 
the Irish (1948, starring Tyrone Power as a hardened war reporter stranded in Ireland while 
attempting to return to the United States from Europe) and Top O’ the Morning (1949, starring 
Bing Crosby as an insurance executive investigating the theft of the Blarney Stone).  As has 
been pointed out in previous studies of these post-war Irish-American men who find themselves 
in Ireland, they all find not only romance but solace and community in the Ireland of their 
ancestors – and Tracy provides detailed readings of the ways in which each film rehearses that 
narrative. 

Those close readings of films are the book’s key strength, along with the way in which 
those readings trace the differing depictions of Irish-American masculinities in the context of 
mid-twentieth century social change in the United States (especially the understandings and 
benefits of whiteness, which is central to this book’s analyses of Irish-American masculinity).  
This is particularly true of the readings which trace less-discussed films such as the biopics of 
well-known Irish-Americans, or which trace the subtle variations in particular versions of Irish-
American masculinities across multiple films – the chapters on the priest and the policeman 
contain particularly assiduous close readings of this kind, for example.  What these readings 
also reveal across the chapters is the remarkable degree to which the same actors were 
repeatedly cast in many of these films, and it would have been fascinating to see this aspect of 
Irish-American male performance and Irish-American star personae explored more. Barry 
Fitzgerald, for example, had put in an appearance as a priest in Going My Way (1944) before 
playing an Irish-American cop in both The Naked City (1948) and Union Station (1950) and 
then an Irish policeman in Top O’ the Morning, before eventually taking the role of the 
irrepressible Michaeleen Óg in The Quiet Man (1952).  Bing Crosby’s roles as an Irish-
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American singing priest in Going My Way (1944, alongside Barry Fitzgerald’s priest) are 
referenced, although not discussed in detail in Tracy’s chapter on priest films, but his role as 
the producer of The Great John L is very interestingly highlighted, and there is a detailed 
discussion of his later appearance as the (deeply unlikely) romantic lead in Top O’ the Morning.  
Similarly, the book notes that Pat O’Brien played an Irish-American priest twice during his 
career, as well as an Irish-American policeman in one of the films Tracy analyses.  O’Brien 
remains a rather under-discussed Irish-American actor, especially by comparison with Cagney 
whose career arc and star persona the book does explore in detail.  A critical discussion of 
O’Brien’s career, and of Crosby as a recurring Irish-American character, from priest to romantic 
lead, would also have been fascinating in this context.  This might then shed interesting light 
on the more conservative uses to which Irish-American masculinity was put during the 
twentieth-century and which might therefore be seen as a precursor to the more recent ways in 
which it has become synonymous with conservative and far-right identities.  White Cottage, 
White House does however provide many fascinating studies of individual films and also places 
them in a detailed theoretical context of the shifting sands of whiteness in mid-twentieth century 
America. 
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Music, The Moving Image and Ireland, 1897-2017 
John O’Flynn 
London: Routledge, 2022, xi + 290 pp. 
ISBN: 9781138561779  
 
Reviewer: Michael Lydon (National University of Ireland, Galway) 
 
In the impressive Music, The Moving Image and Ireland, 1897 – 2017, John O’Flynn looks to 
“document the considerable involvement of many Irish composers, performers and other music 
personnel in a variety of screen productions from the early 20th century” (1). The ambitious 
work spans 120 years of cinema and screen history, assessing music from selected Irish-themed 
and Irish- (co-)produced films. In analysing these two major strands of screen music – Irish-
themed and Irish-produced – O’Flynn is concerned with how sonic markers of nationality and 
ethnicity, whether projected as homogeneous (and/or homologous) or contested, contribute to 
the potential meanings afforded by screen productions (3). O’Flynn notes that Music, The 
Moving Image and Ireland, 1897 – 2017 “interprets multifarious influences, approaches and 
resources in its overview of scores and soundtracks that relate to and/or are created in Ireland” 
(5). In his ambitious effort to interpret these multifarious influences, approaches, and resources, 
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O’Flynn is often repetitive in his overview of scores and soundtracks. Nonetheless, these 
instances of repetition ultimately serve the principal aims of the work. 

O’Flynn remarks that Music, The Moving Image and Ireland, 1897 – 2017, has three 
specific aims which determine the structure of the monograph. The first of these aims is to map 
out the field of assessment by bringing together perspectives and case studies of music created 
for or reused in international Irish-themed screen productions and in national cinema and TV 
(6). The first part of the book, “Irish Themes on Screen and in Sound”, comprises three chapters 
that explore the considerable number of Hollywood, British and continental European 
composers commissioned to score for Irish-themed features throughout the 20th century, on 
subjects ranging from diaspora/emigration to history/politics to cultural and literary themes (8). 
The first of these chapters “The first half-century: From silent newsreel to narrative sound film” 
offers an intriguing insight into the “extent and significance of music for Irish-themed 
productions from silent and early sound features to the golden eras of Hollywood and British 
film industries” (38). Of interest in these early chapters is O’Flynn’s observation that the 
recycling of a “limited repertory of song and dance tunes perpetuated stereotypical 
representations of Irish musicality” (ibid.). In the third chapter, O’Flynn broadens the 
interdisciplinary scope of the work by examining “Literature-to-film adaptations and music”. 
From a structural perspective, the chapter feels out of place, but it nonetheless offers a 
fascinating snapshot of various screen adaptations of Irish literature. An example being Alfred 
Hitchcock and John Ford’s adaption of plays by Seán O’Casey: respectively, Juno and the 
Paycock (1930) and The Plough and the Stars (1936). As evident in his existing work, such as 
The Irishness of Irish Music (2009) and “‘Other Voices’ in Media Representations of Irish 
Popular Music”, O’Flynn’s capacity to draw from multiple methodological approaches 
enhances his overall analytical scope. This is certainly evident in this chapter, albeit with the 
central line of assessment adopted being musicological. Of note, O’Flynn provides the reader 
with a glossary of the musical terms used in the work, thereby facilitating a broader and 
informed readership. 

A secondary aim of the work is to interpret a history, specifically, to consider material 
and ideological contexts underlying developments in domestic production or the lack thereof; 
to explore interrelations between music, film and national narratives (or counter-narratives); to 
consider the role of music in Hollywood and British productions based on Irish subjects; and to 
appraise music and sound design in modern and contemporary Irish cinema (6). Part two of the 
book, “Perception and Production from Within”, focuses on associations between music and 
the moving image that primarily emerge from productions filmed in Ireland and Northern 
Ireland, spanning the many political, economic and social changes experienced across the island 
from the 1920s to the millennium. A particular highlight, this section begins with the fourth 
chapter “Sounding nation and culture on screen”, which is broken up into several parts that 
offer      a fascinating insight into state-sponsored information films. Understandably, O’Flynn 
focuses much of his analysis on the use and/or uses of music in these films, but the section also 
serves as an intriguing insight into agricultural, industrial and tourist films. The section on 
Northern Ireland tourism films is notable as O’Flynn outlines the complicated politics of 
“sounding” the Northern Irish tourist sector during times of increased violence. The chapter is 
followed by “Soundtracks to Ireland’s troubles”, a chapter that “embraces the legacies of earlier 
centuries of colonial rule across the island, and more recent economic and social problems” 
(112). A highlight of the chapter is an assessment of Heinrich Böll Irland und Seine Kinder/ 
Children of Éire (1961), a soundtrack comprised of contemporaneous folk and popular music 
that is positioned as a stark contrast to the iconic Seán Ó Riada’s orchestral scores for his Gael 
Linn trilogy (123). 

The third part of the book, “Cinematic and Musical Developments”, examines the 1970s 
through to the 2010s. In the three final chapters that make up this section, O’Flynn charts 
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evolving approaches to soundtracks for Irish-based narrative film and TV with many 
filmmakers directly or indirectly critical of contemporary Ireland (9). As noted, Music, The 
Moving Image and Ireland, 1897 – 2017 is repetitive in points. This is particularly evident in 
this final section as soundtracks and composers who were previously assessed are re-evaluated 
in line with emerging themes. Another chapter highlight is found in this section, with chapter 
eight “A plurality of genres” offering an informed assessment of music-themed documentary 
productions. The chapter also focuses on 21st century Irish composers who integrate traditional, 
classical, and other styles in orchestral scores, a point of analysis that, although intriguing, may 
have been better positioned alongside chapter six’s chronological assessment of Irish 
composers. The final chapters examine some mainstream cinematic releases and the waning 
involvement of Irish concert composers in soundtracks. O’Flynn partly attributes this waning 
to the “increasing involvement of traditional and popular musicians and the ubiquity of 
compilation tracks” (238). Interestingly, he highlights Sinéad O'Connor’s consistent presence 
over three decades of Irish-themed soundtracks, positioning this presence as a result of 
O’Connor’s considerable artistry, but also notes that it raises the question of Irish popular 
music’s continued associations with moving-image productions.  

In all, Music, The Moving Image and Ireland, 1897 – 2017 is a major publication that 
reinforces O’Flynn’s position as an important voice in Irish music and film studies.  
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also an informed study of the relationship between consumer culture and Irish social and 
political history; it could even be regarded as a source text on the history of Irish advertising 
and marketing. Rains identifies the 40-years after independence as a period in which 
advertising, marketing and an emergent consumer culture played a significant role in the 
formation of contemporary Irish national identity, most obviously through ‘Buy Irish’ 
campaigns. The book also highlights how one of the most problematic contemporary Irish 
consumer obsessions – home ownership – became engrained within the Irish psyche, and how 
an idea of patriotic Irish femininity was constructed which confined women to a domestic role, 
but also paradoxically expected them to be experts in modern modes of consumption outside 
the home.  
 Advertising and Consumer Culture in Ireland, 1922 – 1962: Buy Irish is part of an 
interdisciplinary series titled “Reappraisals of Irish history” edited by Enda Delaney, Maria 
Luddy and Ciaran O’Neill and published by Liverpool University Press which aims to provide 
new insights into Irish history since 1750. Rains’s book provides new analyses of period visual 
culture, including advertising, branded imagery, and magazines. The author’s research is also 
based on a wide range of source material, combining the use of archives (from those of the 
national library to the Electricity Supply Board), original newspapers, magazines and 
periodicals, alongside primary printed resources and critical secondary sources. One of the 
clearest conceptual influences is Linda King and Elaine Sisson’s piece, ‘Materiality, Modernity, 
and the Shaping of Identity’ from their edited volume Ireland, Design and Visual Culture: 
Negotiating Modernity, 1922 – 1992 (2011). Neil O’Boyle’s New Vocabularies, Old Ideas: 
Culture, Irishness and the Irish Advertising Industry (2011), among others, can also be seen as 
an influence.   

Divided into seven chapters, the book begins by focusing on the development of mass 
media in Ireland in the years after independence, highlighting the underlying forces that led to 
the development of consumer culture and modern advertising during the late 19th and early 20th 
centuries. This in turn led to the growth of a print and magazine culture amongst lower middle 
class and working-class markets which could communicate ideas about ‘Irishness’ through print 
and image. The Irish consumer commodity landscape after independence was shaped by 
globalising processes and the process of Americanisation as described by Victoria de Grazia in 
Irresistible Empire: America’s Advance Through Twentieth- Century Europe (2006). This “soft 
power” of American consumer culture introduced aspirational purchases for new Irish citizens. 
Rains argues that at an early stage after independence the Irish public’s sense of identity became 
“mobilized” through the consumption of national imagery in Irish brands and industries. She 
states that this is reflective of Michael Billig’s notion of “banal nationalism”, in which the banal 
act of purchasing becomes a patriotic act. Rains then traces the growth of modern Irish 
advertising industries from 1922 and shows how the Irish Free State’s independence almost 
coincided with the birth of modern advertising and how advertisers promoted themselves as 
essential for the success of the new Irish national economy. She describes how a symbiotic 
relationship emerged between the Irish state, which desired the promotion of Irish nationalism, 
and advertisers who wanted to promote their own serious role in nation building. This led to the 
development of the previously mentioned “buy Irish” campaigns by Irish newspapers such as 
the Irish Independent, which publicised certain weeks as Irish shopping weeks. Rain’s states 
that advertising was “complexly connected to national identity and would frequently mobilise 
public appeals to patriotism and national feeling in ways that politicised consumption of the 
even the most prosaic kinds” (38).  This also ushered in a new political economy in newspaper 
and magazine industries that was based on advertising as a means to partially fund publication. 
The advertising industry was also predominantly male and middle class, often speaking only to 
its own social class.  
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 The excellent chapters three and four are the strongest chapters in the book. Chapter 
three offers a fascinating exposition of the social history of Irish home ownership and consumer 
culture (the chapter is an excellent “how did we get here?” recap for anyone curious about the 
contemporary Irish obsession with home ownership). Rains shows how Irish national identity 
and ideas about the citizen’s role in the Irish Free State became intertwined with the consumer 
trend of house buying, as the home was the largest consumer item available to Irish people. 
Rains notes that “the equation of the national home to the family home makes sense within the 
tradition of romantic nationalism, in which connections are made between the national land, the 
national ‘family’ and inherited identity” (67). She argues that the new homes were a “crucible” 
of meaning for class and gender politics, ideas about femininity and child rearing, but also for 
consumer aesthetics. The chapter excels in its detail about the growth and development between 
the 1920s and 1950s of an Irish magazine culture focused on home ownership and 
improvement, with examples including Lady of the House (founded in 1890 and later becoming 
Irish Tatler), Model Housekeeping (1927), Modern Girls and Ladies Irish Home Journal 
(1935), Woman’s Mirror, Modern Girl, and Women’s Life (1936). The connections between 
Irish identity, the idea of the Irish “national” home, and home ownership cannot be overstated; 
the Ideal Irish Home magazine argued in 1925 that it was “vigorously in favour of house 
building and home ownership, going so far as to argue in the first issue that an owner-occupier 
was more interested in keeping up national traditions, and in helping realise the aspirations of 
his country” (p. 72).  The reality of this was often at odds with the traditional romantic image 
of the rural Irish cottage of the late 19th century, which had become a national fantasy. Rains 
uses an advertisement from Irish Home magazine in 1949 for new electrified homes in 
Sallynoggin to highlight the difference. These “national” homes were also set to become the 
place of work for Irish women; the same advertisement states of the ideal Irish housewife, that 
“the kitchen is not only her home, it is her workshop”.  
  Chapter four follows this connection between home advertising and domesticity of 
women with an incisive analysis of the role of Irish housewives and consumption processes. 
Rains articulates that the principal consumers in these new homes (as enshrined in the 
constitution) were women, who were expected to maintain the domestic space, but also to be 
the main shopper. Rains describes marketing images of the era as “idealised” visions of Irish 
middle class femininity, which took their cue from the dominant capitalist economy of the 
United states. Rains again highlights this in contemporary period advertising and magazines 
such as Ideal Irish Homes and Model Housekeeping. Urban middle-class Irish women had to 
navigate the meanings of branding and consumer identities whilst being prepared by both state 
and the advertising industry for a “life within the home”. Lady of the House highlighted in 1890 
that “the ideal readers relationship to her house was central to her identity” (99). Rains describes 
that “domestic femininity was inherently consumerist. The requirement that a good wife and 
mother also be a skilful shopper, distinguishing expertly between different brands, 
understanding how to avoid false economies, and navigating the ever-expanding landscape of 
products in order to create a home her family members would wish to remain in, was one 
demonstration of this inherent consumerism” (101). Women’s magazines also distinguished 
between different social classes such as Model Housekeeping (middle class) and Women’s 
Mirror (lower class), both published by Grafton publications, and both with advertisements 
tailored to the specific groups. Women were in fact the most common image to appear in 
advertisements of the time for everything from electrical appliances to tinned foods, yet they 
were largely absent from public life. Rains employs Claire Wills to highlight how the “austere 
republicanism” of Irish political and religious policies merged with 20th century capitalism to 
create an idealised vision of Irish women as domestic beings. This feminine consumerism was 
seen to be patriotic because the notion of the ideal nationalist woman was enshrined in the Irish 
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constitution, to the extent that the Irish Housewives association referred to themselves as 
“citizen housewives”.  
 Chapter five looks at advertising and public space in Dublin, and shows how increased 
urbanisation linked with increased consumption as public spaces slowly became interpellated 
as spaces for capitalism through a barrage of neon advertisement signs, and marketing images, 
in the same way that advertisements had begun to dominate print spaces. Rains notes O’Connell 
street as the centre for this in an Irish context, but it is not clear how much the rest of Ireland 
was affected. Rains also points out that there was little contemporary public resistance to what 
was described as the “people’s picture gallery” (147). Chapter six argues that similar processes 
were at play via the medium of radio, as advertising and sponsorship further engrained 
consumer capitalism into the fabric of the Irish state. The best example of this is Rains’s 
analysis of the Irish soap opera The Kennedys of Castleross, which began broadcasting in 1955. 
Unlike American radio dramas, The Kennedys wasn’t actually sponsored by a soap company, 
but by the chocolate company Fry-Cadbury who wrote and produced the programme for Irish 
radio. Chapter six focuses on Christmas abundances and wartime scarcities in Ireland, showing 
how department stores such as Clery’s on O’Connell street took on the role of the “national” 
department store in marketing constructs aimed at Irish consumers. The chapter also highlights 
how consumer capitalism was so engrained in the new Irish state that it became part of modern 
Irish tradition and a distinct influence on Irish cultural identities; in 1926, the first annual “Irish 
shopping week” established the 8th of December as a day when people from rural areas and 
farming communities would travel to Dublin to buy Christmas shopping, a constructed tradition 
that still exists today.  
  Advertising and Consumer Culture in Ireland, 1922 – 1962: Buy Irish is at its most 
interesting when analysing the visual culture of magazines and advertising, and it excels when 
in its analysis of the consumer culture of home ownership and the role of the Irish housewife 
as a site of ideological attack from patriarchal, Catholic, nationalist, and consumer capitalist 
value systems. Rains believes that Irish identity has been distinctly affected by a consumer 
culture that deliberately instilled ideas of Irish national identity into Irish public life in the 
decades following independence. This can be seen in Irish themed products and brands, in 
magazines, the imagery of advertisements, and on national radio. It can also be understood in 
the role that the consumer culture of home ownership played in the idea of “national” home, 
and in how women were routinely prescribed as domestic beings by both Irish constitutional 
values, and by advertising industries. In its scope, Rains’s study compliments John Horgan’s 
critical history of Irish media in the years after 1922. It is also a fine critical analysis in its own 
right in the study of Irish media and cultural studies. Although his work is not mentioned in the 
text, Rains’s idea corresponds to Benedict Anderson’s notion of imagined communities, 
wherein nationalism can be regarded as a cultural artefact and the public come to understand 
their national identity through a variety of “nationalizing” processes, one of which is the 
consumption of print media. Rains produces enough well-researched evidence to show that 
consumer culture became embedded within the Irish state following independence and that 
through a process of banal nationalism the Irish public partially came to imagine themselves 
not only through national art, literature, cinema or theatre, but through their image in magazines, 
marketing, branding and advertising and the patriotic duty to “buy Irish”.  
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Val Nolan’s Neil Jordan: Works for the Page, marks the first dedicated scholarly engagement 
with Neil Jordan the fiction writer and “unveil[s] a person sometimes perceived as merely 
‘dabbling in prose writing’ to be a serious author” (2). This book perhaps reveals the vagaries 
of Irish studies, that so prolific an author, tackling so many of the core concerns of Irish 
literature, has been so long neglected. The book charts Jordan’s oeuvre from his first foray into 
fiction writing, to the present day, engaging exclusively with works set in Ireland or about Irish 
identity and moving chronologically through Jordan’s work to uncover his place within 
contemporary Irish fiction. Nolan highlights Jordan’s relationship with his contemporaries, and 
makes extensive reference to Jordan’s creative influences, revealing his love for Irish literary 
traditions. The book also serves as something of a record of the shifting perception of Jordan 
and a cultural discomfort with his dual identity as a writer and filmmaker, though it ought to be 
noted that Nolan makes only scant reference to Jordan’s cinematic career and draws only lightly 
on literary theory; the book is instead intended to provide a “substantive first reading” (6) of 
Neil Jordan the writer.   

Nolan sets himself this undertaking in the introduction, where he highlights the dearth 
of engagement with Neil Jordan’s fiction in Irish literary criticism, despite the wealth of praise 
and accolades which Jordan has received for this work, a scarcity made more baffling by the 
wealth of engagement with Jordan’s directorial output. While Nolan acknowledges that 
Jordan’s films are his most obvious contribution to Irish culture, Nolan places conceptions of 
Irish identity in Jordan’s written work at the centre of this study, while simultaneously engaging 
with concepts of authorship and selfhood, unique to Jordan’s experience. Nolan, drawing on 
Jordan, writes “[Jordan] claims to regard writing as the more self-reflective and more private 
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of his creative affairs, being less about an examination of the world and more about an enquiry 
into his mind and imagination” (9). The first chapter of this text provides a brief biography 
before outlining Jordan’s fiction writing career to date. Nolan describes the young Jordan 
ultimately finding himself at the forefront of the Irish literary scene and his collaboration with 
other notable Irish creatives of that era. This section of the text makes clear Jordan’s influence 
and participation in the late 20th-century sea change of Irish literary fiction. Nolan writes Jordan 
back into a narrative which he has largely been erased from, though Nolan might have answered 
more comprehensively to this erasure. Whether the shadow cast by Jordan ‘the director’ left his 
writerly counterpart in the dark, or whether the national appetite for Jordan’s work simply 
failed, is never made evident. 

The second chapter explores Neil Jordan’s first short story collection Nights in Tunisia 
with particular reference to the stories “Last Rites”, “Nights in Tunisia” and “A Love”. Nolan 
highlights and deftly explores Jordan’s use of the themes of water, liminality, music, isolation 
and history. There is reference made to biographical details in Nights in Tunisia which would 
seem to invite the reader towards an autobiographical reading, however, Nolan dismisses this, 
arguing that the stories are autobiographical “insofar as, in almost every case, they describe 
things that [Jordan] had seen or witnessed in real life and are presented in a photo-realistic 
style” (57) choosing instead to identify the collection as encapsulating the essence of 1970s 
Ireland, with the young men of the narrative standing as cyphers by which the nation might be 
interpreted, convincingly arguing for a reading of these works which places Irish identity at the 
centre.  

The third chapter of this text focuses on Jordan’s first novel The Past, the defining 
characteristics of which Nolan identifies as an “overwhelming devotion to descriptive imagery 
and [a] dedicated effort to utilise Ireland’s past as a way to make sense of the nation’s present” 
(64). The Past follows an unnamed narrator’s attempt to decipher his genealogy by researching 
the lives of his parents and grandparents during the early years of the twentieth century. Nolan 
points out the novel’s concern with notions of historical fallibility and a “complex engagement 
with the notion of ‘Irishness’” (88) which Nolan claims “[provides] a thematic baseline for 
Jordan’s future fiction” (88). It is in this chapter that Nolan argues most persuasively for the 
power of Jordan “the writer”. The chapter is well researched and meticulously outlines Jordan’s 
understanding of and profound exploration of Irish life and politics in the early twentieth 
century.  

 Chapter four of the text examines Jordan’s often overlooked novel The Dream of a 
Beast. In this section Nolan explores the generic makeup of this work, ultimately arguing that, 
despite contemporary commentators describing the book as “horror” or “fantasy”, it is more 
usefully understood as the first incidence of Jordan’s engagement with the gothic, which will 
continue to inflect his oeuvre both written and cinematic from this period on. Nolan also 
highlights the collaboration between Jordan and the late Angela Carter during this period, 
noting the parallels between The Dream of a Beast and Carter’s profoundly influential short 
story collection The Bloody Chamber, and the story from that collection The Company of 
Wolves, which Carter and Jordan adapted for the screen and which Jordan then directed. This 
particular section is perhaps one of the weaker parts of the study. Nolan is keen to stress 
Jordan’s neglected status within studies of Irish literature and, to this end, deftly creates a 
literary genealogy from Yeats to Jordan and beyond. However, the construction of this 
continuity of tradition comes at the cost of equally exciting avenues of exploration which might 
also satisfyingly provide insight into Jordan's relationship to history, violence and self-
determination. Nolan understands Carter’s influence to have ended after The Dream of a Beast, 
reiterating the Irish context of the gothic Jordan engages with. Carter’s influence can be 
identified throughout Jordan’s work, both as a filmmaker and writer of fiction to the present 
day. For Nolan, however, the potential influence on Jordan’s work of Carter’s gothic and 
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subversive retelling of the Greek myth of Leda and the Swan, The Magic Toyshop, (1967) is 
disregarded in favour of Hopper’s suggested influence of Yeats’ Leda and the Swan (1923) 
(110). In chapter six Nolan explores Jordan’s Mistaken and Carnivalesque, novels which bear 
more than a passing resemblance, both thematically and ideologically, to Carter’s Love (1971) 
and Nights at the Circus (1984) respectively, while not examined in this volume Nolan has 
certainly broken ground, although there is scope for further exploration.  

Chapter five concerns Jordan’s novel Sunrise with Sea Monster, which charts the 
narrator’s experiences in the Spanish civil war, before their eventual return to Ireland during 
the Emergency era. Nolan notes that “the novel’s Second World War setting does more than 
comment on the conflicts of the novel’s protagonists; it reinforces the sense of Ireland as island, 
isolated from Europe and the world” (122), serving as a further meditation on Irish nationalism 
and individual and collective relationships to history. Nolan skilfully explores Jordan’s re-
examination of the themes which he first explored in Nights in Tunisia, successfully 
highlighting a continuity of purpose and growing complexity within Jordan’s writing. In chapter 
six, Nolan describes Jordan’s novel Shade which follows Nina, a ghost doomed to haunt her 
own life until her violent death, when the cycle begins again. There is certainly scope in future 
analyses of Jordan’s written work for dedicated engagement with Jordan’s treatment of women, 
given the recurrence of the female body and violence against it in his work. Nolan is inclined 
to read this violence as a metaphor, regarding the drowned women of the novel less as victims 
of violence enforced by a patriarchal system but as conceptual beings who have died “through 
neglect of their mythologies” (165). In this chapter, Nolan also primes the reader for his 
examination of “the two Jordans”. The two Ninas of Shade (the ghost and the living woman), 
Nolan argues, are the inception of “the two Jordans” in the writer's work. 

Chapter seven explores Jordan’s “film stories”. Describing these three works as an 
uncollected collection, Nolan draws parallels between the stories, which seem to reflect not 
only Jordan’s shifting experience of the contemporary filmmaking system, through the medium 
of fiction writing, both in Ireland and in Hollywood, but additionally, (given the extended 
periods between the writing of each story) “they allow us to see how his engagements with the 
Irish —and world — literary traditions have evolved over the course of his writing career and 
how they have done so in concert with his work as a director” (194). 

Nolan concludes this study of Jordan’s work with the novels Mistaken and 
Carnivalesque, which he explores in tandem, to examine how Neil Jordan views, not only Irish 
culture, but himself as a creative. This proves an innovative and effective means of exploring 
the concept of duality in Jordan’s fiction. In this final chapter, Nolan deconstructs the idea of 
the “two Jordans”, writer and director, arguing that “the question of whether Jordan is primarily 
a creator of film or of fiction is, in the end, irrelevant. He is in fact all possible versions of 
himself. He is in the end infinitely, brilliantly Neil Jordan.” (221). 

Neil Jordan: Works for the Page argues compellingly for Neil Jordan’s place as an 
influential and important Irish writer. This text stands as a useful and meticulously researched 
first reading of Jordan’s fiction work and serves to expand the field of Irish studies and indeed 
the reader's conception of multi-faceted creative practice. 
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Ageing Masculinities in Irish Literature and Visual Culture 
Edited by Michaela Schrage-Früh and Tony Tracy 
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Michaela Schrage-Früh and Tony Tracy’s edited collection of essays does not cover an 
uncharted territory that introduces the reader to new texts and analytical language, nor does it 
navigate a field that is so finely focused that it will have a limited readership. Concepts of 
gerontophobia, ageism, identity politics, hegemonic masculinities, patrilineal hegemony, et al. 
appear frequently in analytical and deconstructive discourses that have addressed “texts” from 
every cultural arena. Similarly, studies of characterisations and thematic pursuits that overlap 
with gerontological approaches are not unheard of.  
  Therefore, this kind of research project must steer a fine line between keeping its 
thematic interventions fresh and innovative, and acknowledging the relationships being 
proposed between these novel inroads and established frameworks. In this respect, editors of 
any collection have a more onerous task than the author of a monograph. The latter can spend 
a considerable time outlining in a lengthy introduction what the methodological scope and 
analytical range of the study will be: the former must unite a series of much shorter chapter 
introductions – each with its own purpose and perspective – and consolidate the various works 
into a coherent whole. In this respect, Schrage-Früh and Tracy do an admirable job. The 
introduction contextualises the collection within an academic arena that has paid only limited 
attention to textual representations of old age and processes of ageing. When these attributes 
are gendered, with specific focus on masculinity, the male experience and patriarchal 
characterisations and circumstances, the field shrinks considerably.  
  Mária Kurdi analyses theatrical representations of husbands and fathers in the dramatic 
work of Synge and Deevy. In a convincing way, Kurdi juxtaposes a postcolonial symbolic use 
of the type against and within a historical timeline that interweaves female equivalents with 
their male counterparts to explore recurring motifs in the latter characterisations. Giovanna 
Tallone proposes a revisionist reading of Friel’s The Enemy Within by applying gerontology to 
emphasise the socially constructed aspect of the identity, refreshingly using the framed dramatic 
space as one that expands possibilities for the scrutiny of the character’s design through 
intertextuality, symbolism, and the theatrical leitmotif. Tallow sets up an interesting dialectic 
between the attributes of ageing and masculinity, to explore how each quality might reveal 
hidden or performative elements in the other. For Ciara Murphy a dialectical interpretation of 
theatrical representations of the ageing male and social change is used to make metaphorical 
connections that foreground moments of crisis. The trope of Mother Ireland is mobilised to 
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explain how ageing masculinities have been used to connect symbolically a problematic 
patriarchal identity, involving interrogations relating to positions of power, potency and 
powerlessness, with a nation undergoing various crises. The emphasis on the contemporary 
moment invites interesting questions about earlier times in the nation’s development. 
  Heike Hartung’s chapter bridges the transition from dramatic to poetic representations 
(marking its judicious positioning within the collection), by evaluating a general shift from 
physical embodiment (of the experience and identity) of ageing to one that is constructed in a 
biologically gendered way in language. Like the preceding chapter, it focuses some of its 
attention on notions of crisis, and its relationship to, or relevance for, Irish modernity. The 
analysis of Beckett’s writing here is innovative and fascinating. As it explores (predominantly) 
Echo’s Bones, and its richly layered intertextual games, it argues that old age is rarely 
configured without a compressed conceptualisation of flux between varying ontological 
positions. Following this piece, Anne Karhio looks at themes of mid-life crisis and ageing in 
the work of Muldoon and Durcan and sets up the challenges of confronting both pathologies 
with an implicit etymological emphasis on the word “crisis” that marks it as a moment of 
decision, turning and judgement. These concepts are juxtaposed comparatively with examples 
from the poets’ works that are characterised by moments when momentum, progression and 
development stall or break down completely. Karhio shows that the gendered notion of “mid-
life crisis” is inherently socially constructed, and usefully points to an epistemological shift 
from its more feminist-inclined origins to a point at which it has been conveniently possessed 
by male cultural performers. In the next chapter Katarzyna Ostalska considers how notions of 
ageing masculinities can be connected to, or might be evaluated against, backdrops of 
extratextual (wider) ontological concerns: socially, economically and ecologically. With 
concentration on work by Heaney, Mahon, Carson and McCarthy these concerns are “related 
to the contemporary model of self-aware masculine consideration” (93). Ostalska convincingly 
proposes that the psychological and (to some extent) corporeal location of the ageing masculine 
becomes an arena for experiencing and, it is fairly suggested, manifesting and expressing wider 
sociological, national and global concerns.  
  Taking some of the implicit assumptions on which many of the arguments of the earlier 
chapters were based, Loic Wright posits the textual applications and uses of ageing masculinity 
as emasculating processes that (do, can, or are designed to) threaten a patriarchal hegemony. 
With welcome daring Wright neologises the term “patrilinear double bind” to describe a 
situation whereby generational continuity (of material possession and ideological influence and 
consequence) is potentially threatened with the ageing father’s accession to an ineffectual son, 
or one who is more dominant and breaks the historical chains of command and authority by 
virtue of recalcitrance and disobedience. Cassandra Tully uses a capital-motivated angle to 
consider how modes of production might be seen to relegate the sanctified position of the ageing 
male. Referencing the notion of “patrilinear hegemony” as some earlier essays have done, Tully 
uses a “corpus stylistics” methodology to study three contemporary novels using algorithms 
that identify recurring patterns in linguistic styles. This digital humanities focus shifts the 
concentration of the argument towards an evaluation of its very applicability and usefulness, 
and somewhat away from thematic conclusions on the literature itself, and an outstanding 
tautological question of the chapter might be how the analyst might choose texts in the first 
place. In her chapter Michaela Schrage-Früh concentrates on a sub-section of the demographic 
and looks at how ageing widowers are drawn in three important contemporary novels: John 
Banville’s The Sea; Sebastian Barry’s The Secret Scripture; and Anne Griffin’s When All Is 
Said. Schrage-Früh traces how the death (diegetic or extra-diegetic) of the wives of certain 
characters becomes a catalytic moment or initiating incident for the bereft male’s self-
assessment or re-evaluation, and explores the narrative device and formal trope by unpacking 
their representation. She thus reflects on how the mechanism can offer a putative (symbolic or 
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real) reassessment of the concept of the aged and ageing male reflecting on more bruised senses 
of his core masculinity. Orlaith Darling’s chapter revisits many of the thematic fields and 
analytical angles already presented in the collection, but argues that specific attention to the 
short story form might offer a useful understanding of the concept of masculine ageing. Darling 
interestingly problematises the ways in which more affirmative representations of the ageing 
male might take place out of formal and structural necessity in the longer literary genres, and 
proposes that the brevity of the story, for one, works against the artificiality and ideologically 
implicated closure of the novel. This gendered authorship (in explorations by Claire Keegan, 
Mary Costello and Danielle McLaughlin) is never interrogated in its relation to the shorter form 
directly, but the circle of the argument is neatly (implicitly) closed as Darling makes 
associations between alternative tonal qualities inherent in the form. Claire Brannigan looks at 
the relationship between the process of ageing and the exilic experience and, specifically, the 
conditions that result from the association of both attributes as explored in MacLaverty’s 
Midwinter Break. The embodied characterisation of the male protagonist becomes a site of 
conflict between a series of narrative events and their possible resolution, and also between the 
character’s experience of a formerly imposed and inherited version of masculinity that has been 
carried from another time and place into a contemporary exilic setting. According to Brannigan, 
MacLaverty’s literary method invites moments of introspection for the character and highlights 
putative discrepancies in the gendered experience of old age, and a working through trauma 
within a circumstance of territorial displacement. Looking at Mike McCormack’s aesthetically, 
thematically and formally fascinating novel Solar Bones for its innovative prose (owing to its 
unique structural formulation), Brenda O’Connell offers an equally unique way of considering 
different phases and incarnations of the male ontology. O’Connell ventures to interpret the 
characterisation of the protagonist narrator symbolically, however another layer of analytical 
depth is provided when the sociological circumstances of the represented lifespan are mapped 
onto the character so that both context and personality are interpreted dialectically. O’Connell’s 
conclusion is more affirmative and sympathetic in its reading of the ageing male than many of 
the other sections in this book, and its positive reading of the aged one re-evaluating his life, as 
it is communicated in a stream of consciousness, is enabled by an outward focused criticism of 
other, external masculinities of a destructive neoliberal hegemony. Self-reflection, self-
evaluation and autobiographical revisionism are also core elements of Heather Ingman’s 
analysis of Colm Tóibín’s The Master. While memory is an instrumental aspect of the 
protagonist’s self-awareness, his design as an ageing writer goes further in allowing the novelist 
to justify different modes of reflection. With a tentative surrogate in the real-life writer Henry 
James, the possibilities of more affirmative personal development and a more positive outlook 
become inroads for Ingman’s fascinating narrative exploration. Like the preceding chapter, the 
close textual analysis is justified by various nuances and complexities in the plotting by Tóibín, 
but descriptive sections of plot are never reduced to mere synoptic accounts. 
  Katarzyna Kociołek considers the paintings of Irish artist Seán Keating and evaluates 
his frequent and overtly politicised depictions of the ageing Irish male: a tendency for which 
the artist has been criticised through accusations of gender bias. With a certain paradox, 
Keating’s work captures a timeless – permanent yet changeable – quality of Irish identity. This 
paradox may be, by implication, resolved by reference to Benedict Anderson’s work on the 
nation and the tautological approach that is also used to map a kind of national phylogeny onto 
a pictorial ontogeny. It makes sense, Kociołek argues, that no matter how early in its 
development a nation’s authority, authenticity and autonomy are imagined and imaged as an 
older being. The contribution by Verena Commins and Méabh Ní Fhuartháin explores 
representations of the older male as traditional Irish musician on screen. The authors propose 
that the Irish cultural space is ideally suited to counter more youth-centred and focused western 
musical media formats. However, this might not be an unproblematic category of 
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representations as it perpetuates the influential position of the male musician, celebrating an 
authoritative cultural status in quite reactionary ways. With a close formal analysis of Noel Hill-
Aisling Ghéar and Slán leis an gCeol–Farewell to Music, the writers argue that the continuity 
presented between the younger (virile) male protagonists and the aged counterparts ultimately 
authenticate and (we assume) fortify their present positions of authority. The complex hardships 
suffered by both men, embodied and sublimated into their music, are transformed into 
affirmations of their talents; processes of cultural production implicitly sustained and enabled 
by their gender and gendered positions. Margaret O’Neill and Áine Ní Léime offer a 
sociological study that evaluates and interprets older males’ responses to depictions of their 
counterparts. The authors focus on soap operas and documentaries and find nuanced reactions 
from participating audience members who show sensitivity to recurring stereotypification and 
images designed for commercial benefit. Discretion is also noted in the test viewers’ sensitivity 
to more affirmative depictions of the older generation which can be more realistic and generally 
have a positive disposition. Working within the context of “hegemonic masculinities” O’Neill 
and Ní Léime conclude that audiences are capable of discerning variations of depictions that 
may be broadly classifiable generically, with degrees of fidelity to lived experiences. 
  With such a richly diverse catalogue of theoretical angles in one collection, and a vast 
array of primary texts scrutinised, this reviewer would have welcomed a more extensive index 
section. This would have invited a far wider readership that would benefit from the rich array 
of ideas presented, which might otherwise be overlooked or unnoticed. Because of my personal, 
subject-area bias (film and screen media), I regretted that the balance (between literary and 
visual cultures) promised in the title of the collection, was not borne out in the thematic 
weighting of the chapters. Perhaps more work on the area – specifically on cinematic depictions 
of the older male character – is in the pipeline. I would welcome that intervention warmly.    
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