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Introduction

Patrick McDonagh
European University Institute (<Patrick. Mcdonagh@alumni.eui.eu>)

As recently as November 1988, the then Minister for Justice,
Gerry Collins, speaking in Seanad Eireann during the Second
Stage of the Prohibition of Incitement to Racial, Religious or
National Hatred Bill, remarked that Ireland was “essentially a
homogeneous society” and “despite our membership of the Eu-
ropean Community and, therefore, our close relationship with a
number of societies which are becoming increasingly multiracial,
the racial structure of this country is unlikely to change signifi-
cantly for some time to come™. As a result, Collins argued that
the “legislation we are now debating may not appear to have the
same immediacy for us as for some other countries” (ibidem).

For some minorities such as Ireland’s Traveller community
and gay community’, among others, however, there was an
immediate need for such legislation, yet, they found themselves
excluded from the original bill introduced by Collins. Only after
considerable lobbying from the opposition benches and NGOs
did Collins relent and include the Traveller community in the
bill, but he steadfastly defended the exclusion of sexual orien-
tation. It was not until he was succeeded as Minister for Justice
by Ray Burke in 1989 that sexual orientation was included in
the bill. The bill's passage and subsequent signing into law by
President Patrick Hillery was heralded as historic, signifying
Ireland’s commitment to the United Nations Covenant on
Civil and Political Rights. Moreover, it was the first time in the
history of the state that a positive piece of legislation had been
enacted for Ireland’s gay community, all the more significantata
time when sexual activity between males was a criminal offence.
Furthermore, it sent a strong message that Ireland would not
tolerate hatred against individuals because of their race, colour,

! Seanad Eireann debate, 121, 9, 30 November 1988, “Prohibition of
Incitement to Racial, Religious or National Hatred Bill”, 1988, Committee
Stage (Resumed).

2] use gay community in this context as this was the term commonly
used in the 1980s, which referred to gay and lesbian individuals, rather than
the more contemporary term LGBT community, which refers to Lesbian, Gay,
Bisexual and Transgender.
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16 PATRICK MCDONAGH

nationality, religion, ethnic or national origins, membership of the Traveller community or
sexual orientation®. In other words, the bill gave recognition to the existence of a number of
minorities in Ireland who needed to be protected from discrimination; in itself a welcome
development within a so-called “homogenous society”.

Whereas Collins viewed Ireland as a homogenous society in the late 1980s, this is certainly
not the case today. A look at the 2011 census reveals that 544,357 non-Irish nationals were living
in the Republic of Ireland, an increase of 143% since 2002, representing 199 different nations®.
In a country once renowned as a stronghold of Catholicism, the decline in the percentage of
individuals who are Catholic was also significant. Whereas the proportion of the population
who were Catholic declined, the twenty years between 1991 and 2011 saw significant increases
in the non-Catholic population driven by “not only growing numbers with no religion but
also large increases in the religions of immigrants from Eastern Europe, Africa and Asia™. This
was a period in which Ireland came to be a popular destination for many immigrants, mostly
attributed to the impact of the “Celtic Tiger”. Crucially, this period marked a reversal in a long
trend in Ireland’s history when emigration, rather than immigration, was the norm.

The 2011 census results led Deirdre Cullen, a senior statistician with the Central Statistics
Ofhice, to state that “Ireland has become an increasingly diverse society over the past decade
and the different nationalities that make up the population of Ireland have an increasingly im-
portant impact on the economy and society™. Pilar Villar-Argdiz maintains in her introduction
to Irishness on the Margins: Minority and Dissident Identities that this change is now reflected in
Irish literature, noting that “one of the key developments in twenty-first-century Irish literature
has been the rise to prominence of literature written by (and about) ethnic minorities from
diverse origins, as a result of the unprecedented influx of non-Irish migrants to the Republic
during the Celtic Tiger boom years™. Irishness on the Margins: Minority and Dissident Identities
offers a strong defence of the merits and fruitfulness of exploring themes such as minorities and
dissident identities, something this issue seeks to further build upon.

The change in Ireland’s demographics has coincided with a transformation in Ireland’s
reputation as one of being a socially conservative society dominated by the teaching of the
Roman Catholic Church, to one of Ireland being a leading exemplar for human rights and
tolerance throughout the world. This was most epitomised by the 2018 repeal of the eighth
amendment of Bunreacht na hEireann, which had placed a constitutional ban on abortion since
the divisive referendum of 1983, and the 2015 marriage equality referendum. The results of
both referendums signalled a new dawn in Ireland’s history; the emergence of a more tolerant
and accepting society in the twenty-first century than that which had preceded it. Speaking after

3 Prohibition of Incitement to Hatred Act 1989, <http://www.irishstatutebook.ie/eli/1989/act/19/enacted/
en/html> (05/2020).

#Central Statistics Office, Census 2011 Results, “Profile 6 Migration and Diversity — A Profile of Diversity in
Ireland”, 4 October 2012, <https://www.cso.ie/en/media/csoie/census/documents/census201 1 profile6/PR_xxxx_Pro-
file_6_Migration_a...pdf> (05/2020).

> Central Statistics Office, Census 2011 Results, “Profile 7 Religion, Ethnicity and Irish Travellers — Ethnic
and Cultural Background in Ireland”, 18 October 2012, <https://www.cso.ie/en/media/csoie/census/documents/
census2011profile7/Profile_7_Press_Release_Religion,_Ethnicity_and_Irish_Travellers.pdf> (05/2020).

¢ Central Statistics Office, Census 2011 Results, “Profile 6 Migration and Diversity — A Profile of Diversity in
Ireland”, 4 October 2012, <https://www.cso.ie/en/media/csoie/census/documents/census201 1 profile6/PR_xxxx_Pro-
file_6_Migration_a...pdf> (05/2020).

7 Pilar Villar-Argdiz ed., (2018), Irishness on the Margins: Minority and Dissident Identities, Basingstroke,
Palgrave Macmillan,10.
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the 2018 referendum, Leo Varadkar, then Ireland’s 7aoiseach and first openly gay man to hold
that office, described the referendum result as “Ireland’s second chance to treat everyone equally
and with compassion and respect™. A similar tone was expressed in Enda Kenny’s (7aoiseach
from 2011-2017) speech following the 2015 referendum, in which he stated that “with today’s
Yes vote we have disclosed who we are — a generous, compassionate, bold and joyful people.
Yes to inclusion. Yes to generosity. Yes to love, and Yes to equal marriage™. Anecdotally many
have remarked that the 2015 result represented more than simply Irish society granting LGBT
citizens access to the institution of marriage but also it symbolised Irish society expressing its
acceptance of LGBT citizens. Two years earlier, in another seminal moment in Ireland’s history,
Kenny had taken to the floor of Ddil Eireann to apologise on behalf of the Irish state to women
sent to Magdalene laundries. In the intervening period between the 2015 marriage equality
referendum and the 2018 abortion referendum, Ireland passed other legislation which furthered
its new reputation as a more tolerant society, namely the 2015 Gender Recognition Act and
the 2017 recognition of Travellers as an ethnic minority.

For many individuals who grew up in twentieth-century Ireland, however, words such as
compassion, respect, inclusion, generosity, equality, expressed in both Enda Kenny’s and Leo
Varadkar’s speeches, are words which they may not have associated with Ireland. For those
who found themselves in the position of being in the minority, whether because of their race,
ethnicity, creed, language, sexual orientation, disability, gender identity, or simply because they
did not conform to the restrictive social norms of the period, i.e. those who engaged in sexual
activity outside marriage, unwed mothers, children born outside of wedlock, sex workers,
divorcees, etc., words such as cold, intolerant, stigma, lonely, isolated, shame may have more
accurately summed up their views of Irish society.

Whereas today Ireland celebrates its newfound reputation as a tolerant and inclusive society
on the international stage, there is much still to be explored in terms of how Ireland has under-
gone such a dramatic transformation in a relatively short period. In reality, this transformation
is the direct result of the efforts, struggles and sacrifices of individuals who refused to succumb
to years of marginalisation, hostility and othering, and instead confronted and challenged a
system which treated them as second class citizens simply because they found themselves in
the position of being in the minority or marginalised for daring to ignore social norms. While
not every individual who was part of a minority community found themselves isolated, dis-
criminated or shunned, many more did, and they had to fight to have their voices heard and
respected. They had to fight to broaden the very definition of what constituted “Irishness” and
who could claim to be “Irish”.

It is within this context that the tenth issue of Studi irlandesi. A Journal of Irish Studies
focuses on “Minorities in/and Ireland”. In thinking about “Minorities” the call for papers
adopted a broad perspective to include, but not limited to, those who did not fit or conform
to societal norms, i.e. sex workers, those sent to institutional homes, members of the LGBT
community, but also those who found themselves in the minority based on their race, disability,
ethnicity, creed, membership of the Traveller community, migrants/refugees/asylum seekers,
and linguistic minorities. “Minorities in/and Ireland” sought to bring minorities in from the

8 “Speech by An Taoiseach, Leo Varadkar following the declaration on the Referendum on the Eighth Amend-
ment”, MerrionStreet.ie, 27 May 2018, <https://merrionstreet.ie/en/News-Room/Speeches/Speech_by_An_Taoise-
ach_Leo_Varadkar_following_the_declaration_on_the_Referendum_on_the_Eighth_Amendment.heml> (05/2020).

> “Speech by An Taoiseach, Enda Kenny, T.D. on the Marriage Equality Referendum”, 23 May 2015, <https://
www.finegael.ie/speech-by-an-taoiseach-enda-kenny-t-d-on-the-marriage-equality-referendum/> (05/2020):
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periphery and bring them to the fore to address issues such as how have minorities/marginalised
communities sought to make their voices heard in Ireland; what strategies have they adopted
to bring about social, political and cultural change; where were the sites of these efforts taking
place; how have representations of minorities evolved over time; and what does it mean to be
Irish. The essays included in the tenth issue represent a broad range of disciplinary backgrounds
and methodological approaches such as literary studies; theatre/drama studies; disability studies;
queer studies; and history.

“Minorities in/and Ireland” comprises ten essays divided up into four sections: “Queer
Representations in Literature”; “Home and Away: Notions of Irishness”; “Theatre and Minor-
ities’ (In) Visibility”; “Resilience: Travellers and Magdalene Survivors”, which broadly address
issues such as: the representation of LGBT individuals, exiles, migrants, and refugees in Irish
literature; LGBT migrants and political activism; the role of theatre as a medium of giving
voice to minorities like Ireland’s Jewish community and those with disabilities; and the resil-
ience of Ireland’s Traveller community and survivors of Magdalene Laundries. The essays are
not confined to one period, instead, they span from the late 1800s to the present day, covering
both the North and South of Ireland as well as regions outside Ireland.

The first section, “Queer Representations in Literature”, comprises three essays by Zsu-
zsanna Baldzs, Anna Charczun and Sedn Mac Risteaird. Broadly all three essays focus on the
changing representation of queer identities or non-normative subjectivities in Irish literature
against the backdrop of Irish nationalism, strict social and sexual norms, and the influential
and powerful position of a puritanical Roman Catholic Church. Baldzs paper explores W.B.
Yeatss The Land of Hearts Desire (1889) and Edward Martyn’s 7he Heather Field (1899) to
emphasise the extent to which the mainstream cultural framework of the supernatural was
adopted to express same-sex intimacies in code. In contrast, Charczun’s and Mac Risteaird’s
essays explore the emergence of more open and explicit same-sex themes in Irish literature in
the latter years of the twentieth century. Charczun's essay discusses the works of two leading
Irish lesbian authors, Mary Dorcey and Emma Donoghue, who, she contends, have pioneered
overt rather than covert “lesbian desire to Irish literary fiction”. Mac Risteaird continues this
theme but with a focus on the emergence of Irish-language literature which seeks to “reflect
queer Irish-language lives”. Through an analysis of texts by Michedl O Conghaule and Pidraig
Standin, Mac Risteaird maintains that both authors pioneered bold new themes in Irish-lan-
guage literature, thereby introducing themes that Mac Risteaird maintains spoke to, and for,
a community within a community and for a minority within a minority. The juxtaposition of
Baldzs’ essay with that of Charczun’s and Mac Risteaird’s provides readers with an insight in how
authors in one period had to adopt certain strategies to covertly write about queer identities
compared to more recent years when the issue of queer identities can be much more explicitly
and overtly discussed in Irish literature.

The second section, “Home and Away: Notions of Irishness”, encompasses three essays by
Daryl Leeworthy, Rania M Rafik Khalil and Kaitlin Thurlow. Broadly all three essays explore,
within different contexts and periods, what it meant to be Irish or what constituted “Irish-
ness”, and related to that the notion of “home”. The essays explore a multitude of actors such
as members of the LGBT community, migrants/emigrants/immigrants, and refugees/asylum
seekers as a means to deconstruct the aforementioned concepts. The section begins with Daryl
Leeworthy’s essay on gay Irish migrants and their impact on LGBT politics in 1980s London.
Leeworthy’s essay is particularly welcomed in an area of Irish historiography that is still in its
infancy and provides a strong defence of the importance of adopting a transnational approach
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in writing queer history. Rania M Rafik Khalil, in contrast, focuses on the experiences of the
returned Irish migrant and asylum seekers/refugees in her postcolonial analysis of Tom Murphy’s
Conversations on a Homecoming (1985) and Donal O’Kelly’s Asylum! Asylum! (1994) and The
Cambria (2005). Khalil’s essay offers an insight into perceptions on migration from Ireland and
the difhculties of immigration to modern-day Ireland. In doing so, Khalil brings to the fore
questions of who is Irish and who is not. In a similar vein Thurlow’s focus on two contemporary
novels, Edna O’Brien’s 7he Little Red Chairs (2015) and Donal Ryan’s From a Low and Quiet
Sea (2018), sets the stage for exploring the difficulties of belonging as a person living in exile.
Thurlow contends that both novels represent a move by contemporary Irish authors to revisit
the concept of exile to reveal “how issues of racism, poverty and exploitation hold a mirror to
social problems in a rapidly evolving nation”. All three essays are particularly timely during a
period in which borders and the free movement of people are proving to be highly contested
issues on the world stage.

The third section, “Theatre and Minorities’ (In)Visibility”, comprises two essays by Barry
Montgomery and Monica Randaccio. Combined Montgomery’s and Randaccio’s essays offer an
analysis of how the medium of theatre has been used by minorities as a means to give them a
greater voice and representation, while at the same time drawing attention to the issues that di-
rectly affected them, issues often neglected by mainstream society. Through a study of the Dublin
Jewish Amateur Operatic Society and the Dublin Jewish Dramatic Society, Montgomery traces
the emergence of an increasing Irish Jewish population and Irish-Jewish cultural voice in the first
half of the twentieth century. Montgomery’s essay seeks to establish the extent to which theatre
provided a public voice for Ireland’s Jewish community. Similarly, Randaccio’s paper provides a
historical study of the development of disability theatre in Ireland. Randaccio’s paper moves from
its historical evolution in Ireland to explore how it has been portrayed in the work and activism of
Kaite O’Reilly Face On: Disability Arts in Ireland and Beyond (2007); Yvonne Lynch, a practitioner
and academic; and Rosaleen McDonagh, a Traveller, actress, and playwright with a disability.

Randaccio’s paper provides a nice segue into the fourth and final section, “Resilience: Trav-
ellers and Magdalene Survivors”, which concludes with a focus on two groups that, for many
years, have been treated as second class citizens and until only recently have seen efforts by the
state to acknowledge the wrongs of the past: Ireland’s Traveller community, and survivors of the
Magdalene laundries. Both essays by Michéel O hAodha and Erin Costello Wecker provide an
insight into the resilience, determination and tactics of these individuals as well as the wrongs
inflicted by an uncaring/judgemental state and society. O hAodha’s paper, through an explo-
ration of Ortha an Ghreama, contends that one means by which Irish Travellers resisted their
demonisation as the “negative other” was through symbolic inversion in folk narratives. This
tactic helped to portray Travellers in a non-prejudicial light, thereby challenging the negative
images commonly associated with them. Costello Wecker’s case study analysis of the victim’s
advocacy group Justice for Magdalenes (JEM) takes Enda Kenny’s February 2013 apology to
the women of the Magdalene laundries as the basis to contextualise the JFM’s transition from
restorative justice to transitional justice. In doing so, Costello Wecker stresses the limits of
Kenny’s apology while at the same time reinforcing the importance of “listening” to the voices
of marginalised groups and the implications of failing to do so. A central focus of Wecker’s
paper is the innovative strategies adopted by marginalised groups like JEM to amplify their
voices in their quest for justice.

This issue seeks to build on the emerging scholarly literature which acknowledges and
studies the impact and contribution of minorities on the development of Ireland, Irish society
and Irish studies. In doing so, such efforts help to deconstruct the very notion of Irishness. It
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is through the efforts of the subjects discussed in this issue that Ireland today can claim to be
a more tolerant, progressive and diverse society. Much more work is required to contextualise
their contribution fully. In saying that, while Ireland has become a more tolerant and accepting
society for many, we should not become complacent. There are more struggles still to be fought
to bring about a truly equal society. In particular, we should not forget our brothers and sisters
languishing away in direct provision centres throughout Ireland today. This issue should act as
a reminder of how important it is to respect minorities and to promote equality, respect and
the defence of basic human rights when introducing policy and laws. During a period in which
right-wing populism has seen a considerable resurgence, the stories discussed here remind us
of how dangerous/disastrous a politics of othering and demonisation can be. Now, more than
ever, we need to stand up for the rights of minorities.

I want to conclude by thanking all the authors and anonymous reviewers for making this issue
possible. I want also to thank the General Editor Fiorenzo Fantaccini, Journal Manager Arianna
Antonielli, and Dieter Reinisch for their constant support and guidance from start to finish. It
has been a pleasure to work with everyone involved, and it has been a process that I will look
back on with very fond memories. Thank you all.

Patrick McDonagh
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Abstract:

This paper offers a dramaturgical and comparative analysis of W.B. Yeatss 7he Land of
Hearts Desire (1889) and Edward Martyn's 7he Heather Field (1899) in light of their
representation of the tension between the queer and the normative. I focus on characters
who feel different and the unease of the normative discourse which insults them and
perceives their existence as a threat for traditional family values and as a cause of the
family’s unhappiness. This tension between the queer and the normative is also what
creates spaces that allow new ways to think about gender and sexuality in these plays. I
also argue that playwrights like Yeats and Martyn associated with the Revival and the Irish
Literary Theatre often used the mainstream and widely accepted cultural framework of the
supernatural to express same-sex intimacies in code and to offera discourse of legitimation
for non-normative subjectivities. Both Martyn's and Yeats’s plays emphasise the pressure
normalcy imposes on stigmatised individuals and the resulting desire to escape to find
alternative ways of love, intimacy and happiness. I will refer to the works of contemporary
queer theorists including Jack Halberstam, Heather Love, Eve Kosofsky Sedgwick, Didier
Eribon, José Esteban Mufioz and Sara Ahmed to demonstrate that these plays can offer
“a rich archive of queer historical structures of feeling” (Love 2007, 24).
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Queer failure [...] is more nearly about escape and a certain kind of virtuosity

(J.E. Munoz, Cruising Utopia, 2009)

1. Yeats and Martyn: the Pressure of Normative Sexuality, Queer
Feelings and the Supernatural as Escape

It might seem unusual to address the theme of homoeros in the
works of two playwrights who have been strongly associated with
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Irish nationalism, conventional and idealised forms of desire and in Martyn’s case, celibacy and reli-
gious conservatism. Yet many of Yeats’s remarks in his Autobiography and correspondence suggest that
both of these playwrights felt pressured by conventional notions of sexuality and family, and their
drama reflects the resulting anxieties and restlessness®. Yeats was very much aware that the plays he
and Florence Farr were arranging for the season of avant-garde drama in London in 1894 —including
The Land of Hearts Desire— and later for the inauguration of the Irish Literary Theatre were “studied
insults” (2002, 384) for the regular theatre goer, as Yeats explained in his letter to John O’Leary on
28 March 1894. Their insulting nature was due to their implication of homosexual desire, gender
reversal and explicit eros, which, as Nicholas Grene has pointed out, “were proximate to violence for
bourgeois nationalist audiences” (2004, 86). Indeed, both Yeatss and Martyn’s drama abounds in
homosocial bonds, sexually ambiguous diction, and subverted gender roles. Most of their characters
become specimens of excess transgressing boundaries of masculinity and femininity and exhibiting
a kind of “gender exorbitancy” (Valente 2011, 172) that characters of authority representing a
bourgeois code of value try to contain in the plays. Heather Love once claimed about Walter Pater’s
works that they offer “a rich archive of queer historical structures of feeling” (2007, 24), and I wish
to argue that this is true for Yeats’s and Martyn’s drama as well.

This paper explores the tension between the normative discourse and non-normative
characters in Yeats’s 7he Land of Hearts Desire and Edward Martyn’s 7he Heather Field. 1 use
the terms normativity and non-normativity here to refer to the dramatic clash between the
conventional/traditional and the unconventional, excluded, dissident or marginalised, which
constitute the two main contradictory types of impulses in Yeats’s and Martyn’s plays. In the
works chosen for discussion, the framework of the supernatural can also work to sharpen the
tension between characters who safeguard the traditional family and characters who wish to
escape from that world as they find it oppressive and insulting. I believe this also helps create
spaces for queer readings today, as these plays can help deal with the invisible violence and
insults of (hetero)normativity imposed on people who “inhabit norms differently” (Ahmed
2014, 148). Dramatising the tension between the queer and the normative works to deflate the
grand narrative of normativity in general, along with its cult of moral prudery and bourgeois
respectability, and thus critiques the outdatedness of certain social and theatrical performances.
As Susan Harris explained, such Irish plays displayed contemporary cultural anxieties both about
the New Woman and the queer man: the threat that they will refuse their social roles and thus
heterosexuality as well (2017, 46). What happens in these plays can be accurately described by
what Sara Ahmed has called queer feelings: “Queer feelings may embrace a sense of discomfort,
a lack of ease with the available scripts for living and loving, along with an excitement in the
face of the uncertainty of where the discomfort may take us” (2014 [2004], 155).

The Land of Hearts Desire and The Heather Field were written in the realist narrative tradition
which is normally in conflict with feminist and queer readings due to its reliance on notions of
fixed identity, yet these plays demonstrate that realism is not always a prison for women and
non-normative subjectivities, or at least the realist drama written by Yeats and Martyn displays
a resistance to the conventional tendencies of realism (Lapointe 2009, 81), similar to Henrik
Ibsen’s plays. As Gibson Cima has explained, “[f]or late nineteenth-century audiences accus-
tomed to the conventional codes of melodrama, realism made those codes seem strange, for in
realism the female actor exceeded the womanly characters or styles of performance behaviour
the audience had grown to expect. And in that excess, that visibility, lay power” (1993, 12-13).

2The first part of this essay looks at Martyn in light of Yeats’s observations about him rather than looking at
Yeats through Martyn’s perspective.
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Coding illicit desire through the supernatural was common in Irish plays written around
the end of the nineteenth century by Yeats, Martyn, John Todhunter and Florence Farr. In the
1890s, Yeats's relationship with theatre was primarily informed by occult performance. Yeats
was drawn towards the art of #7avesti from the earliest days in Bedford Park observing Florence
Farr’s virile roles: his fascination increased in the nineties thanks to his interest in the occult
and new theatre. Moreover, the magician Samuel Liddell MacGregor Mathers with his wife
Moina performed dressed-up Isis rituals in Paris, where Yeats often visited them. Yeats was
influenced by gender-crossing pantomime shows in Dublin and London as well, and by two
travesti productions in particular: William Poel’s production of Everyman in 1901 and Sarah
Bernhardt’s role as Pelléas in Pelléas et Mélisande in 1904. This helps explain why gender fluidity
is mostly associated with the supernatural in Yeats. Esoteric science conceives of the human
as bisexual, and in fact, as Janis Haswell has demonstrated in her article “Yeats’s Vision and
the Feminine”, Yeats’s search for his Daimon through ritual performance was a search for the
feminine in himself (2012, 291). Harris has also observed that in Yeats’s 7he Land of Hearts
Desire, “the supernatural elements obscure the more troubling aspects of female desire” (2017,
48), while Katharine Worth noted that “the supernatural involves an ambiguous sexuality and
was thought of by Yeats as open to a performer of either sex” (2013 [1978], 41). For instance,
the Angel in 7he Hour Glass was first envisioned as a woman and Dervorgilla in 7he Dreaming
of the Bones might also, Yeats thought, be played by a man (ibidem).

There is an equally significant connection between fairies and marginalised subjectivities
within Irish culture and literature. Charlotte Mclvor discusses this connection with regard
to George Moore’s novella “Albert Nobbs” in which Alec, the narrator’s fictional interlocutor
claims: “A woman that marries another woman, and lives happily with her isn’t a natural woman;
there must be something of the fairy in her” (qtd. in 2013, 98). Fairies also carry an ambiguous
double-meaning, thus helping to obscure homoerotic contents: “The ‘fairy’ here represents
both an alibi that allows resumption of heteronormativity and the zone of an alternative queer
reality” (ibidem). As Mclvor further explains, by the 1920s, fairies had an established association
with both Irish queerness and rural Irish heteronormativity (ibidem). Besides Mclvor, Angela
Bourke also stressed the queer potential of the fairy in that fairies belong to the margins and
“their constant eavesdropping explains the need sometimes to speak in riddles, or to avoid dis-
cussion of certain topics” (qtd. in ibidem). Yeats’s drama in fact abounds in such metaphors of
marginality — these are usually symbolic figures which appear in the subtexts of Yeats’s plays or
offstage, thus on the margins of the texts, such as the white Unicorn of 7he Player Queen, the
Great Herne of 7he Hernes Egg, the white heron of Calvary or the wind-like shape-changing
women of the Sidhe in the Cuchulain plays. These symbols pervade Yeats’s drama and they often
appear impenetrable, obscure, ambiguous, visible and invisible at the same time, but always
strongly associated with forms of desire that society and the other characters in the plays label as
dangerous and deviant. Just like the fairies, these other supernatural figures could also be called
“quare signifiers” (Mclvor 2013, 99) and “metaphorical erotohistoriographical archives” (ibidem).

Thus for Yeats, characters belonging to the supernatural realm were not steadily gendered
and allowed gender fluidity. Joseph Valente has also discerned the androgynous spirit of Yeats’s
famous hero Cuchulain and his relationship with the feminine occult (the women of the Sidhe),
which could reflect Yeats’s transition from Celticism that celebrated the feminine imagination
to the use of more masculine elements in his work but it also mirrored “his critique of cramped
sexual traditionalism of his nationalist compeers” (2011, 175). It is therefore important to
acknowledge the role of the supernatural in coding illicit desires and taboo topics, and in the
plays it will function as a symbolic space of possibilities and alternative happiness towards which
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the protagonists will aspire to escape the oppressive atmosphere of the normative family. How-
ever, in my dramaturgical analysis of the plays in the second half of this essay, I will discuss the
supernatural only as a useful framework, but my focus will be on queer structures of feeling.
My reading wishes to dialogue with Susan Harris’s and Michael Patrick Lapointe’s research
in particular, who both argued that Yeats’s and Martyn’s plays “introduce[d] ciphers of homoeros
into the modern Irish theatre at its inception” (Lapointe 2009, 74). Besides Harris and Lapointe,
Adrian Frazier and Eibhear Walshe have also emphasised the latent homoeroticism of the Irish
Revival and the Irish Literary Theatre. What is more, Walshe has observed that “[i]t is only
with the project of cultural nationalism (and the simultaneous emergence of the emblematic
figure of Oscar Wilde) that the homoerotic becomes more possible, and at the same time, more
threatening in the formulation of an indigenous Irish literary identity” (1995, 147-148). Even
though I build mostly on Harris’s and Lapointe’s research, I apply a slightly different approach
in this study in that I re-examine Yeats’s and Martyn’s scripts through the lens of contemporary
queer theorists’ ideas of queer negativity, exploring queer structures of feeling in the plays, such
as melancholia, broken intimacies, anxiety, sense of displacement and the will to escape. In
Feeling Backward: Loss and the Politics of Queer History, Heather Love calls these “bad feelings”
(2007, 13) or “feeling backward” (4), and highlights the affective power of representations of
queer experience as suffering, which is a way of countering stigma by incorporating it: “These
feelings are tied to the experience of social exclusion and to the historical ‘impossibility’ of
same-sex desire” (ibidem). Or, as Jack Halberstam phrased it, such negative feelings work
“to propose a relentless form of negativity in place of the forward-looking, reproductive, and
heteronormative politics of hope that animates all too many political projects” (2011, 106).
Even though I mention some biographical details, the aim of the article is to provide a
dramaturgical analysis of the play texts to open them up for contemporary interpretations,
instead of treating them as mere biographical or historical objects. I use the word normativity
in this essay in the sense in which Ahmed describes heteronormativity in 7he Cultural Politics
of Emotion, according to which (hetero)normativity “functions as a form of public comfort
by allowing bodies to extend into spaces that have already taken their shape.” (2014 [2004],
148). The basis of this sense of public comfort is the traditional family and respectability to
which people need to conform in order to experience a “sinking” feeling (ibidem). However,
the protagonists of the plays, Mary Bruin and Carden Tyrrell, will experience discomfort with
normative family roles — they choose to fail in their domestic roles and become failures for their
family. As Ahmed continues, “[q]ueer subject, when faced by the ‘comforts” of heterosexuality
may feel uncomfortable (the body does not ‘sink into’ a space that has already taken its shape).
Discomfort is a feeling of disorientation: one’s body feels out of place, awkward, unsettled” (i6i-
dem). Yeats’s and Martyn’s protagonists display an existential anguish which signals their unease
with the normative family that wants to see them happy in their roles as wife and husband. In
this respect, they could be described by what Ahmed has called “affect aliens” (2010, 30) in
“Happy Objects”: “the family sustains its place as a ‘happy object’ by identifying those who do
not reproduce its line as the cause of unhappiness. I call such others ‘affect aliens’: feminist kill-
joys, unhappy queers, and melancholic migrants” (ibidem). Fintan Walsh has also applied the
term “affect alien” in his essay on the affective power of cross-dressing and Panti Bliss, pointing
out that the phobias of dissolution or non-identity lead to the production of such affect aliens
“whose daily lives are policed by hatred, fear, shame, rather than just legislation” (2009, 64).
The connection between failure and queer subjectivities has been explored in depth most
notably by Halberstam and Love who explain how capitalism and normative society make
everyone who differs from them believe that they are failures. Love emphasises that “same-sex
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desire is marked by a long history of association with failure, impossibility and loss. [...] Ho-
mosexuality and homosexuals serve as scapegoats for the failures and impossibilities of desire
itself” (Love 2007, 21). Halberstam later added that “all desire is impossible, impossible because
unsustainable, then the queer body and queer social worlds become the evidence of that failure,
while heterosexuality is rooted in a logic of achievement, fulfillment, and success(ion).” (2011,
94) Martyn’s and Yeats’s plays were very much ahead of their time and reflect key tenets of
queer studies today because they dramatise the tension between the discourse that defines what
counts as happiness and failure and people whom it labels as embodiments of social failure and
the cause of unhappiness for others. Yet, as Harris has discerned, “[i]t is in this realm of failed
re/production that Irishness and queerness meet” (2017, 7).

For homoeros, 1 use Lapointe’s definition which makes it clear that it is much more than
simply same-sex desire and sexual acts: it implies sexually ambiguous diction and “a plurality of
sexual categories, of expanded, yet often vexed, notions of love and male [or female] friendship,
and of emotional and spiritual yearning for another member of the same sex. These relational
discourses, sometimes marked by an intimacy or intensity usually associated with most stand-
ard configurations of heterosexual romance, are also, at other times, marked by anxiety and
hostility” (2009, 89.) This ambiguity around the nature of relationships in the plays is crucial
and evokes instances of the epistemology of the closet. As Patrick Lonergan has explained in
his recent book Irish Drama and Theatre Since 1950, prioritising ambiguity in meaning over
precision in Irish plays can create spaces that can allow new ways of talking about difference,
sexuality and gender (2019, 147).

Yeats clearly understood that some people, including himself and especially Martyn, might
not feel comfortable and free in certain social structures and roles created by what we today call
(hetero)normativity. For Yeats, the strange, the unconventional was always a source of attraction,
interest and sympathy which he represented in most of his works. Yeats sympathised with people
who differed from the norm and could not fulfil their desires because of some absurd obstacle
created by society or the state, as dramatised most notably in 7he Dreaming of the Bones in which
the love between the ghosts of Diarmuid and Dervorgilla is impossible because the Young Man
refuses to forgive them for the sin they committed centuries ago by putting the needs of the
body (desire) before the nation. At the time of the composition of his early plays, Yeats was
frequently in the company of unconventional people, such as George Moore, Martyn, W.T.
Horton, William Sharp (aka Fiona Macleod) and the occultist Florence Farr, the British artists
Charles Ricketts and Charles Shannon, and the magician Samuel Liddell McGregor Mathers.
Yeats also felt different and had anxiety because of the pressure of normative sexuality, which
informed his first-hand experience of performance alongside his occult experiences. Yeats also
often criticised both the Irish and British governments for airbrushing non-normative individuals
like Oscar Wilde, Charles Ricketts and Roger Casement from their frameworks of recognition.
On 2 December 1936, Yeats wrote an outraged letter to his friend Lady Dorothy Wellesley,
criticising those people and institutions who used Casement’s homosexuality to shame him:

But suppose the evidence had been true, suppose Casement had been a homo-sexual & left a diary
recording it all, what would you think of a Government who used that diary to prevent a movement for
the reprieve of a prisoner condemned to death? Charles Ricketts 8 Lawrence of Arabia were reputed
homo-sexual suppose they had been condemned on a capital charge some where [sic], what would you
think of a proffession [sic] who insured their execution by telling the middle classes that they were ho-
mosexual. [...] I can only repeat words spoken to me by the old head of the Fenians years ago. “There
are things a man must not do even to save a nation’. (2002, 6737)
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Moreover, Yeats was also alert to his friends’ anxieties with sexuality which, in fact, he also
shared. There is a very interesting passage in his Autobiography which demonstrates that Yeats
indeed felt pressured by normative sexuality that “mocked at any other life” (1972, 72), as he
put it. Yeats was unable to conform and desperately wanted to escape, but he felt entrapped by
his love for Maud Gonne. Thus Yeats could sympathise with the anxiety of some of his friends
because he also felt different from normative masculinity — unlike his friends, he was never able
to engage easily with other women. He even wished to give encouragement to young boys so
that they would not feel shame about their difference, because Yeats knew by his own experience
how normativity embodied by his friends, especially by the British poet William Ernest Henley,
mocked everyone who differed from them. In fact, what Yeats distances himself from in this
passage is not simply normative masculinity, but toxic hyper-masculinity which mocks those
who are not able to get over an unrequited love and engage in casual sexual relationships with
other women. Instead, Yeats identifies himself with a more tender, anxious and melancholy
form of masculinity here:

I was tortured by sexual desire and had been for many years. I have often said to myself that some
day [ would put it all down in a book that some young man of talent might not think as I did that my shame
was mine alone. |...] Normal sexual intercourse does not affect me more than other men, but that, though
never frequent, was plain ruin. Jz filled me with loathing of myself; and yet at first pride and perhaps, a
little, lack of obvious opportunity, and how love kept me in unctuous celibacy. When I returned to London
in my twenty-seventh year I think my love seemed almost hopeless, and I knew that my friends had all
mistresses of one kind or another and that most, at need, went home with harlots. Henley, indeed, mocked
at any other life. I had never since childhood kissed a woman’s lips. At Hammersmith I saw a woman
of the town walking up and down in the empty railway station. I thought of offering myself to her, but
the old thought came back, ‘No, I love the most beautiful woman in the world’. (71-72; my emphasis)

This passage is followed by Yeats’s admiring description of Eva Gore-Booth and Florence
Farr both of whom Yeats perceived as queer (Harris 2017, 36). It is also here that Yeats explains
that he put his own unfulfilled desire in 7he Land of Heart’s Desire, but he imagined that Gonne
was taken from him by a girl, not a man, and possibly fantasising the seduction of Gonne as a
woman, thus queering his desire for her: “I began to write 7he Land of Hearts Desire to supply
the niece of a new friend, Miss Florence Farr, with a part, and put in it my own despair. I could
not tell why Maud Gonne had turned from me unless she had done so from some vague desire
for some impossible life, for some unvarying excitement like that of the heroine of my play”
(1972, 72-73). Yeats also uses the ambiguous phrase “vague desire for some impossible life”
(73) which can refer to a spiritual experience but also to a forbidden form of desire. The long-
ing for this impossible life and this unvarying excitement for the unknown and the uncertain
once again recall Ahmed’s and Halberstam’s definitions of loss and failure associated with queer
desire, but they also resonate with Heather Love’s ideas of impossible love, as Love observed
the connection between homosexual love and loss: the link between love’s impossibilities and
failures and at the same time the “wild hopes for its futures” (2007, 23).

Yeats’s perception of Martyn was even more interesting. Martyn was known as a celibate,
who opposed physical comforts, criticised the institution of marriage, felt ill at ease in the
company of women but who was also greatly influenced by androgynous Greek ideals of beauty
thanks to his Oxford education. As ES.L. Lyons explains, Martyn’s mother urged him to find
a wife, but his reaction was to choose an “impenetrable bachelorhood” (1964, 12) instead.
His mother convinced him to buy a luxurious ancestral mansion in Tulira “to make it fit to
receive the ideal wife” (ibidem), yet Martyn used the house to receive his intimate friends. His
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contemporaries, including Yeats and Moore in particular, noticed that “he was afflicted lifelong
with some unexplained psychological anguish” (Lapointe 2009, 76). In his Autobiography, Yeats
also claimed that he knew he must have much in common with Martyn (1972, 101). Yeats
sensed that what hurt Martyn was his repressed desire for his own sex, and wondered “[w]hat
drove him to those long prayers, those long meditations, that stern Church music? What secret
torture?” (1953, 253) Yeats also refers to homosexuality when he talks about Martyn’s close
friendship first with the homosexual Count Stanislaus Eric Stenbock and then with Moore,
which also recalls the ambiguous bond between an old lecher and a saint in the subtext of his
play 7he Cat and the Moon’:

I have observed in other abnormally virtuous men a tendency to choose friends for the sins they
themselves had renounced. Martyn had a good intellect, moderate and sensible, but it seems to me that
this intellect has been always thwarted by its lack of interest in life, religious caution having kept him
always on the brink of the world in a half-unwilling virginity of the feeling imagining the virginity of his
body. He had no interest in women, and Moore would accuse him of a frustrated passion for his own sex.
‘I believe,” he said to him once, ‘you think sexual intercourse between men more natural than between
women.” I wonder if Moore invented the answer. “Well, at any rate it is not so disgusting’. (1972, 118-119)

In fact, Yeats was in a similar half-unwilling virginity until the end of his 20s, as the previous
passage has illustrated, so he indeed had much in common with Martyn. Yeats therefore sensed
in Martyn a constant desire to escape from his strict religious world and the social expectations
that wanted to see him as a married man. Strikingly, he made a similar observation about Wilde
in A Vision “B”: “I find in Wilde, too, something pretty, feminine, and insincere, derived from
his admiration for writers of the 17" and earlier phases, and much that is violent, arbitrary
and insolent, derived from his desire to escape” (2015, 112). Yeats also recalled that Martyn
“once said the majority of souls are lost through sexuality, had his father’s instincts through
repression or through some accident of birth turned, as Moore thought, into an always resisted
homo-sexuality” (1972, 119).

Yeats also sometimes mentioned Martyn in the context of transvestism and gender fluidity:
“in Martyn the sterility is complete, though unlike Moore he has self-possession [originally
“charm”] and taste. He only fails in words. 7z is as though he had been put into the wrong body”
(271; my empbhasis). In another passage he mentions Martyn with regard to a tale about changes
of gender, which was recounted by William Sharp when he told Yeats and Martyn how he had
discovered Fiona Macleod in himself, and Yeats noted that this story raised much unease in
Martyn:

I found Martyn full of derision over some tale he had told after dinner the night before to Martin
Morris, now Lord Killanin, an unsympathetic hearer, and himself. He had been somewhere abroad when
he saw the sidereal body of Fiona enter the room as a beautiful young man, and became aware that he
was a woman to the spiritual sight. She lay with him, he said, as a man with a woman, and for days
afterwards his breast swelled so that he had almost the physical likeness of a woman. (129)

This reaction evokes Erving Goffman’s ideas of identity ambivalence in his 1963 book Stigma
in which he explains how stigmatised individuals often support the standards by which they
are judged as outcasts and freaks: “The stigmatized individual may exhibit identity ambivalence

3 See Lapointe’s discussion of this play in his essay about 7he Heather Field (2009) and Alexandra Poulain’s
article (2018).



30 ZSUZSANNA BALAZS

when he obtains a close sight of his own kind behaving in a stereotyped way, flamboyantly
or pitifully acting out the negative attributes imputed to them. [...] In brief, he can neither
embrace his group nor let it go” (1963, 108). The story of William Sharp and Fiona MacLeod
raised a profound interest in Yeats as well, who was eager to know all his life what secret the
figure of Fiona stood for in Sharp’s life. Yeats describes that one day when he was with Mathers
in Paris, he began shivering, which “was associated in [his] mind with William Sharp and Fiona
Macleod” (1972, 105). Yeats then continues: “It is strange, but my mind was full of Sharp and
Fiona till this moment” (106).

When Yeats watched 7he Heather Field—which is about the affectionate bond between four
male characters and the suffering of the main protagonist because he had to marry a woman
— Yeats said he thought of Martyn’s personal life while watching it: “Mrs. Martyn’s attempts
to find a wife for her son came into my head” (1953, 253). Yet nationalist critics, such as this
anonymous reviewer in Sinn Féin, were disgusted with Martyn’s play: “We tire [...] of Mr.
Martyn’s weak men and strong women [...] Martyn can do large things in drama, and does
not do them because he lets a little devil compounded of perversity and sentimentality run
away with him” (qtd. in Lapointe 2009, 82). Even though the play was considered by many as
a bad play, Yeats was enthusiastic about it and claimed that “[o]ne passage especially was the
most powerful dialogue in modern drama” (1972, 122). The Heather Field was also performed
together with Yeats’s 7he Countess Cathleen in May 1899 in the Ancient Concert Hall in Dub-
lin, inaugurating the Irish Literary Theatre, and since Farr played the bard Aleel (Countess
Cathleen’s lover), two very homoerotic plays opened the new theatre.

Yeats, therefore, took sides with this disruptive kind of Irish drama, which Harris called a
peculiarly queer Irish dramatic tradition (2017, 19): Yeats was not intimidated when his Land
of Hearts Desire failed in London in 1894 due to its portrayal of desire between women. What
is more, as Harris has explained in detail, his establishment of the Irish Literary Theatre was a
response to this failure and hope to find in Ireland more tolerant audiences: “We hope to find
in Ireland an uncorrupted and imaginative audience trained to listen by its passion for oratory,
and believe that our desire to bring upon the stage the deeper thoughts and emotions of Ireland
will ensure for us a tolerant welcome, and that freedom to experiment which is not found in
theatres of England, and without which no new movement in art can succeed” (Gregory 1914
(1913], 8-9).

Casting Farr in the role of Aleel as the Countess’s love interest was part of this project. This
performance included intimate love scenes between two women on stage and continued and
strengthened the homoerotic aesthetic initiated by 7he Land of Hearts Desire, as in this play
two adult women confessed their love to one another on the stage. In one scene for instance,
Farr-as-Aleel reaches in vain for the hands of the Countess but panics as those hands seem to
have over-dared: “When one so great has spoken of love to one / So little as I, though deny him
love, / What can he but hold out beseeching hands, / Then let them fall beside him, knowing
how greatly / They have overdared?” (Yeats 1982, 27) This is also a break-up scene, in which the
Countess sends away Aleel, forbidding him/her to look, since looking means loving, as Father
Hart also observes in 7he Land of Hearts Desire: “To look is but to love” (67) The Countess
thus tells Aleel:

I kiss your forehead.

And yet I send you from me. Do not speak;
There have been women that bid men to rob
Crowns from the Country-under-Wave or apples
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Upon a dragon-guarded hill, and all

That they might sift the hearts and wills of men,
And trembled as they bid it, as I tremble

That lay a hard task on you, that you go,

And silently, and do not turn your head.
Good-bye; but do not turn your head and look;
Above else, I would not have you look”. (28)

This scene resonates strikingly with Love’s description of queer performativity and shame,
according to which “queer performativity [is] a gesture of approach followed by a blushing
withdrawal” (2007, 59). Love claimed that this dual movement of approach and withdrawal
runs through Pater’s work, yet it can be traced in 7he Countess Cathleen and The Land of Heart's
Desire as well. Munoz discusses such performative ephemeral gestures in Cruising Utopia and
contends that they are able to “transmit ephemeral knowledge of lost queer histories and pos-
sibilities within a phobic majoritarian public culture” (2009, 67).

Yeats uses the word ‘queer’ in 7he Land of Heart’s Desire to describe the fairy people outside
the house — invisible to the audience — who try to lure the newly-wed Mary Bruin to their
realm, and Martyn also applies ‘queer’ to describe his protagonist Carden and his intimate
male friends. Yeats mentioned this word multiple times in his letters as well in the sense of
‘strange’ and ‘outside the norm’ but with more positive connotations. He also applied ‘queer’
to unconventional/unorthodox people like Ezra Pound, George Moore, Frank Fay and even
Lady Wilde. Yeats sometimes employed ‘queer’ to describe his own works too — for instance,
in a letter to Edmund Dulac on 13 January 1934, Yeats noted about 7he King of the Great
Clock Tower: “The dialogue is in prose but there are lyrics & I think good ones. I think the
whole thing is dramatic & queer. [...] It is a better stage machine than any other of my dance
plays” (2002, 5994). This remark is striking given that the play was to some extent informed
by Wilde’s Salomé and created an even more transgressive version of the Salome-story in which
the severed head sings.

In Yeats’s time, the word ‘queer’ was used both in the sense of ‘outside the norm’ and
sexual deviance. It was in fact John Douglas the 9" Marquess of Queensberry, the father of
Lord Alfred Douglas (Bosie, Wilde’s lover), who first used it as a slur in 1894 in a threatening
letter to Alfred Montgomery after his eldest son Francis had presumably committed suicide
fearing the consequences of his relations with Lord Rosebery: “Now the first flush of this
catastrophe and grief is passed, I write to tell you that this is a judgement on the whole lot of
you. Montgomerys, The Snob Queers like Rosebery [...] I smell a tragedy behind all this and
have already got Wind of a more startling one” (Ellmann 1988, 402). As Ellmann explains,
“[t]he conviction that one son had died in a homosexual scandal resolved Queensberry to
make sure that the second [Bosie] did not die in the same way” (ibidem). In either sense of the
word, ‘queer’ always has a political significance. As Judith Butler has explained in “Critically
Queer”: ““Queer’ derives its force precisely through the repeated invocation by which it has
become linked to accusation, pathologization, insult. This is an invocation by which a social
bond among homophobic communities is formed through time. The interpellation echoes past
interpellations, and binds the speakers, as if they spoke in unison across time. In this sense, it
is always an imaginary chorus that taunts ‘queer’” (2000, 169). As we shall see, in Martyn’s 7he
Heather Field, this is exactly what happens: characters safeguarding the family will use ‘queer’
to insult and pathologise those who differ from them and to form a homophobic social bond

against the “queer lot” (1966 [1899], 30).
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2. Anxiety, Normativity and Same-Sex Intimacies in The Land of Heart’s Desire and The Heather Field

In my dramaturgical and comparative analysis of the chosen plays, I focus on two aspects
in particular: unease with the traditional family structure and escape to the supernatural, to
reading books and to affectionate relationships with members of the same-sex. This will to
escape manifested in the protagonists’ behaviour is also a will to disturb the normative world.
These plays are also full of words expressing motion (riding, dancing, running), a desire to move
away and beyond the world that insults and entraps them. In both plays, the characters who
offer consolation and an image of freedom for the ones who feel ill-at-ease with conventional
ways of living, will continuously insinuate these characters’ potential differences, evoking Eve
Kosofsky Sedgwick’s ideas of the epistemology of the closet and mirroring contemporary gossip
about Martyn’s repressed homosexuality: “After all, the position of those who think they £now
something about one that one may not know oneself is an excited and empowered one” (1990,
80), and this performance of closetedness is always marked by the speech act of a silence (3).

In Yeatss play the setting immediately indicates Mary’s unease with the roles assigned to
her by society and family: she is standing by the door, reading a book, also signalling her liminal
position and her desire to escape. This play uses the supernatural to stage “the complexity and
fluidity of female desire” (Harris 2017, 43), and Martyn’s play achieves the same with male
desire. Mary’s mother-in-law Bridget complains to Father Hart that Mary is not following the
example she represents of womanhood and motherhood: “She would not mind the kettle, milk
the cow, or even lay the knives and spread the cloth” (Yeats 1982, 54) and “[s]he is not a fitting
wife for any man” (60), which is the same accusation that Carden gets as a failed husband in
Martyn’s play. These speech acts are performative and they work to let Mary know that she is the
cause of the unhappiness of the entire family because of her failure to reproduce its traditions
and line. Yet this play draws attention to the fact that the same formula cannot make everyone
happy, which is very similar to Ahmed’s discussion of the way the ‘happy’ family marks the
consciousness of those whom it identifies as the cause of its unhappiness (2010, 44-50).

Reading also raises suspicion in the other characters, as it indicates a lack of interest in domestic
activities traditionally assigned to women: Bridget, Maurteen and Father Hart all highlight the
book as a disturbing object. Father Hart warns her: “You should not fill your head with foolish
dreams. What are you reading?” (Yeats 1982, 55) Mary replies she is reading about a woman who
was lured into the Land of Faery: a kinder and more tolerant world where nobody gets godly,
grave, crafty, and bitter of tongue (ibidem), meaning authoritative, know-it-all, manipulative and
insulting like her family members. Maurteen commands her to put down the book — this urge to
prevent Mary from reading is similar to Martyn’s play where the family wants to prevent Carden
from visiting the heather field as it brings him to a different world where he can finally fit in.

Mary wants to escape from this dull house and get the freedom she has been denied, to
follow her own will: “What do I care if I have given this house, / Where I must hear all day a
bitter tongue, / Into the power of fairies?” (61). She begs: “Come, fairies, take me out of this
dull house! / Let me have all the freedom I have lost; / Work when I will and idle when I will!”
(ibidem) The fairy child — who is in fact older than anyone else — promises Mary a kiss and
through that kiss freedom and escape from what Mary calls her captivity: “You shall go with
me, newly-married bride, / And gaze upon a merrier multitude. / [...] Where beauty has no
ebb, decay no flood, / But joy is wisdom, time an endless song. I kiss you and the world begins
to fade” (69). Ahmed mentions this desire “to leave a certain world behind” (2010, 47) as one
of the reasons why the ‘happy’ family associates everyone who is different from them with a
life doomed to be necessarily unhappy. For instance, when the Fairy child appears at the door,
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Maurteen and the others immediately assume that she is unhappy because she seems to have no
family, hence he lets her in. Maurteen stresses that he (the family) is happy, so everyone around
them should also be happy, which is an expression of intolerance for unhappiness and disrup-
tion disguised as benevolence and care: “Being happy, I would have all others happy, / So I will
bring her in out of the cold” (Yeats 1982, 63). This is the same reason why he also commands
Mary to put away her discontent, but without any interest in the causes of her melancholia.

Mary is also weary of her husband’s “drowsy love” (61), but it is only Shawn who takes her
anxiety seriously: “Do not blame me; I often lie awake / Thinking that all things trouble your
bright head” (ibidem). This is a beautiful moment of understanding between them, and Mary
calls him the great door-post of the house and herself the branch of quicken wood, but she also
tells him that she cannot hang upon the post this branch, meaning she cannot make him happy:
“O, you are the great door-post of this house, / And I the branch of blessed quicken wood, /
And if I could I'd hang upon the post / Till I had brought good luck into the house” (61-62)
Similarly, Shawn claims that he wishes he could be the one who could give her this maddening
freedom and bewildering light (62). It is also interesting that Mary does not explain why exactly
she cannot make Shawn happy: her failure to conform to conventional social norms remains
unexplained, it is marked by silence, which increases the sense of closetedness in the play.

Yet once Shawn mentions that no power can break their marriage, the fairy child interrupts
him and sings about “the lonely of heart” and of a happier land, implying that there are other forms
of happiness beyond marriage between a man and a woman. She identifies Mary as her kind whose
place is elsewhere: “There is one here that must away, away” (63). Mary transfers some objects through
the door to this supernatural realm, which, as Harris observed, never return (2017, 40), thus similar
to the world of queer people and other socially marginalised subcultures, it is a space that is real
yet invisible, or as Leo Bersani has put it, “[i]nvisibly visible, unlocatably everywhere” (1996, 32).

Father Hart gives a very reductive explanation to Mary’s anxiety with her role as wife,
hoping that Mary will one day merge into the normative family and society, and will become
like the rest: “My colleen, I have seen some other girls, / Restless and ill at ease, but years went
by / And they grew like their neighbours and were glad / And gossiping of weddings and of
wakes” (Yeats 1982, 56). This is also an expression of hope that Mary will one day get assimi-
lated into the normative family and social structure in which it is easy to supervise and control
individuals. What also vexes characters representing normativity is pensive and melancholy
women and men, hence Bridget’s remark that Mary is “old enough to know that it is wrong /
To mope and idle” (ibidem). Maurteen also observes that Mary is repressing something, she is
hiding among her dreams like children from the dark under the bedclothes, hence he implores
her to put away her “dreams of discontent” (59). In “Happy Objects”, Ahmed mentions this
kind of demand as characteristic of the normative family which defines what happiness should
be: the demand that people should let go of certain histories which cause melancholia, yet
Ahmed highlights the transformative power of such ‘bad feelings’ (2010, 50). Features like
melancholia, pensiveness, dreaming and too much interest in books and the arts have long been
associated with the threat of homosexuality for normativity. In fact, melancholia can provide a
powerful framework to examine the ungrievable losses and hurts associated with marginalised
and stigmatised subjectivities. Even though queer critics often argue against treating this link as
an essential one, Didier Eribon, Sara Ahmed, Heather Love, David Eng and Judith Butler* have

4 For more information on melancholy gender and refused identification see Judith Butler (1997), whereas
for racial melancholia see D.L. Eng’s monograph 7he Feeling of Kinship (2010). Eribon’s memoir Returning to Reims
(2013 [2009]) also explores the connection between melancholia, queerness and change of class.
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all discussed the validity of this connection. As Eribon has observed, “there exists a specifically
homosexual ‘melancholy’ (2004, 36) which is part of the process of ego-formation caused by
“the loss of heterosexual ways of life, ways that are refused and rejected (or that you are obliged
to reject because they reject you)” (37). Or, in Ahmed’s words, “the unhappy queer is made
unhappy by the world that reads queer as unhappy” (2010, 43).

The family sees the Fairy child and her kind as the evil Other, yet Mary claims they are
also children of God, introducing a voice of tolerance and equality into the narrative of hos-
tility and othering. It is only Mary who describes the people outside the house as ‘queer’: “A
little queer old woman dressed in green” (Yeats 1982, 58) and “[a] little queer old man” (60).
Since Mary is the only character who is truly interested in and attracted to this world, her use
of ‘queer’ gives the word a more positive connotation, seeing difference and strangeness as full
of potential and possibility. Moreover, the Child displays an age unorthodoxy — like Woolf’s
Orlando, she lives without age: she can put on womanhood anytime as if putting on a dress,
and Maurteen notes that it is strange that so young a girl loves old age and wisdom so much.
She claims that she is “much older than the eagle-cock [which is] the oldest thing under the
moon.” (68) The strangeness of this figure and Mary’s interest in her raise panic in the others,
and they hope the crucifix and the priest will protect them.

But the Child is terrified of the crucifix, and gets Father Hart to put it away by gently
“caressing him” (66), which borders around another sexual taboo regarding children and the
clergy. Once the crucifix is gone, Mary’s seduction begins through dance. The fairy child asks
everyone if they love her, and suddenly turns to Mary: “And do you love me t00?” (67). She
promises Mary to give her more than her husband can, implying that she can offer just as much
or even more to a woman than a man. Everyone replies yes to her question, as they see her as
a child not a woman, but only Mary understands, as Harris so accurately pointed out, “how
many different kinds of love might be implied in that question” (2017, 42), hence she answers
“I do not know” (Yeats 1982, 67). I believe it is important that Mary’s reaction is neither fully
dismissive nor affirmative, but hesitant. Unlike anyone else, Mary feels embarrassed by the fairy
child’s question not just because it is very straightforward, but because in their relationship, it
might imply romantic, physical love. Promotion photos for the performance published in 7he
Sketch also reveal more about the ambiguous relationship between the two women, as the fairy
child’s hands lay on Mary’s body and she looks intensely in her eyes, which Mary allows but her
body and confused facial expression displays that she is in a state of transition and hesitation’.
Yet, as Harris revealed, “[t]he assumption of childhood innocence protected spectators from
recognising the play’s adult aspects.” (2017, 44).

Mary is torn between the two worlds: Father Hart warns her to “think of this house and
of [her] duties in it” (Yeats 1982, 69), while the fairy begs her to come away otherwise she
will never escape from domestic duties and will become like the rest. It is also notable that
the prospect of growing like the rest is used both by Father Hart and the fairy but with a very
different emotional content: for Father Hart, becoming like the rest is the ideal future for Mary,
while the fairy child depicts this as the worst thing that can happen to Mary. The fairy begs her:

Stay and come with me, newly-married bride,

For if you hear him you grow like the rest;
Bear children, cook, and bend above the churn,

> See these photographs in Susan Harris's book (2017, 43).
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And wangle over butter, fowl, and eggs,
Until at last, grown old and bitter of tongue,
You're crouching there and shivering at the grave”. (69-70; my emphasis)

She also promises Mary that unlike her family, she will love her as she is: “I keep you in
the name of your own heart” (70). This part of the play is a dramatic competition for Mary’s
love and attention between Shawn and Father Hart and the fairy child, in which Mary rejects
marriage, motherhood and the Church too. Since Yeats himself admitted that he put his own
despair of desires in this play, Harris stresses that “the battle for Mary Bruin’s soul is inevitably
framed as an erotic competition” (2017, 40-41). This fairy child is a queer force also because
she is “an anti-reproductive force” (42) which takes women away from their conventional duties
as wives and mothers. Father Hart also laments that people like the fairy child are dangerous as
they divert people from the normal, traditional path: “And day by day their power is more and
more, / And men and women leave old paths for pride / Comes knocking with thin knuckles
on the heart” (Yeats 1982, 72).

At the end of the play, the fairy child is standing by the door just like Mary at the begin-
ning: Mary begins trusting her, and begs her to take her to the people of her kind “who ride
the winds, run on the waves, / And dance upon the mountains” (71) and who are thus “more
light / Than dewdrops on the banner of the dawn” (ibidem). The child calls her “little bird”
and Mary calls her “Dear face! Dear voice!” (ibidem). When the seduction is complete, Mary
dies but it is implied that her soul was taken by the fairy child to a kinder world which does
not label her as a failure. From Mary’s point of view, the fairy child serves as a medium through
which Mary can find her own voice and place in the world, which recalls feminist and queer
bonds of entrustment. The relationship between the fairy child and Mary is very similar to
what Lucia Re described as feminist entrustment: “The feminist relationship of entrustment
(affidamento) is one in which an older, and usually more powerful and authoritative woman
facilitates, through dialogue and friendship, a younger woman’s access to a stronger sense of self
and of her social and symbolic value as a subject and as a woman, which will allow her, in turn,
to express herself, and engage in other creative practices of signification” (2015, 354). This bond
between older and younger characters appears in many of Yeats's works given his relationship
with women who were half of his age, such as Iseult Gonne and his wife George Hyde-Lees.

Bonds of entrustment pervade Martyn’s 7he Heather Field as well, in which four male char-
acters express unease with traditional familial roles, yet they offer each other emotional support
to counter the insults of normativity. As Harris explains in Gender and Modern Irish Drama, in
this play “[ea]ch character is given an androgynous sidekick who shares the protagonist’s vision
and professes unconditional love for his doomed companion” (2002, 42). Harris’s analysis does
not focus on the homoerotic bonds of the play, therefore I wish to discuss these aspects. The
characters’ difference in Martyn’s play is represented by their admiration for the heather field
where they can listen to the waves and wind, thus the invisible land of acceptance is similar
to the Sligo-setting of 7he Land of Hearts Desire. The play is also full of over-sentimentalised
expressions of love between these men which almost appear to be romantic love scenes expressed
through the safe frameworks of brotherhood and friendship, similar to the safe innocent child-
hood motif of Yeats’s play. The young Miles tells his brother Carden: “There is no one in the
whole world I love as well as you” (1966, 26) and the child Kit exclaims to Carden: “I love
you. Oh, you don’t know how I love you, father” (53). Just like in Yeats’s play, the younger
characters of 7he Heather Field portray a profound admiration for old age and wisdom. They
also emulate each other like the women of Yeats’s play. As Adrian Frazier pointed out in his
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study on the homosociality of the Irish Revival, emulation was a very homosocial act between
Martyn, Moore and Yeats too (1997, 21-25). In fact, strong bonds between men have been
one of the main tropes of Irish dram — Patrick Lonergan has stressed the presence of “the Irish
male double act” (2019, 137) in the Irish theatre tradition, as in Yeats’s On Bailes Strand and
The Cat and the Moon, or in Beckett's Waiting for Godot. But emotional relationships between
three or four men are also frequently dramatised, as in Martyn’s play or in Yeatss Calvary be-
tween Christ, Judas and Lazarus®.

The way Martyn describes Carden and the way he behaves and talks transgress conventional
boundaries of masculinity. By appearance, he conforms to social conventions of masculinity, as
he is a “powerfully built man” (1966 [1899], 21) and talks about practical business issues. Yet
his gestures are marked by tenderness towards the other male characters: as soon as he enters,
he smiles at his friend Barry Ussher and expresses his anxiety caused by the fear of losing him
and his support: “No, you must believe in me, and inspire me with heart” (22). Harris notes
that since “the play depends on the audience’s sympathizing with Carden” (2002, 42), it is
surprising that the play was received much more positively than Yeats’s 7he Countess Cathleen.
Even though Carden’s masculinity is unconventional in the play, the play’s first performance
was more or less successful because Martyn built Carden into the position of an idealist through
his mystical connection to the land and through the opposition between him and his wife
(44). This means that for nationalist audiences it was acceptable that Carden chose the love of
the land instead of a physical relationship with his wife, refusing the needs of the body for an
ideal, which yet again illustrates how the mystical and the supernatural can work as a shield
for homoerotic contents.

The tender relationship between the play’s male characters is constantly criticised and
mocked by the five characters who represent normativity: Carden’s wife Grace, two doctors, and
Lady and Lord Shrule who care only about money, appearances and order, and who ridicule
the world of art and books that the four male characters cherish so much. Grace complains
to Lady Shrule that Miles “is certainly amiable, but vexes me occasionally with his foolish ad-
miration for my husband” (Martyn 1966 [1899], 36). She also observes about Carden’s close
relationship with his best friend Barry Ussher that “[w]hat you two have to say perpetually to
each other puzzles me” (29). She expresses his concern to Lady Shrule too: “Yes, and to have
that fellow Ussher, too, dropping in to complete the mutual admiration society! Oh, I always
disliked him” (36). Grace is also afraid that these bonds will provide a bad example to the child
Kit, hence she calls two doctors to try to heal and pathologise Carden.

Just like Father Hart trivialises Mary’s anxiety, Grace reduces Carden’s unease with nor-
mative life to imaginary sufferings: “Really it becomes too provoking when you begin talking
about those imaginary sufferings and aspirations of yours. What on earth have you to suffer?
You are in good health are you not? Were you not more than fortunate to have married as you
did? Have you not independent means? What can a man like you aspire more t0?” (31). This
very much resembles the way discourse uses insult to mark the consciousness of queer people,
which Eribon sees as performative utterances:

Insult is more than a word that describes. It is not satisfied with simply telling me what I am. [...]
That person is letting me know that he or she has something on me, has power over me. First and fore-
most the power to hurt me, to mark my consciousness with that hurt, inscribing shame in the deepest

¢ For a queer reading of Yeats’s Calvary see my latest article “Yeats’s Queer Dramaturgies: Oscar Wilde, Nar-
cissus, and Melancholy Masculinities in Calvary” (2020).
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levels of my mind. This wounded, shamed consciousness becomes a formative part of my personality.
[...] In any case, insult is a performative utterance. Its function is to produce certain effects—notably,
to establish or to renew the barrier between ‘normal’ people and those Goffman calls stigmatized people
and to cause the internalization of that barrier within the individual being insulted. (2004, 16-17)

Grace’s remarks about Carden have the same function as what Eribon has defined as insult.
It is also a gender reversal in the play, as the woman plays the role of the normative authority
here. Grace also insinuates that Carden is mad simply because he is different, which, in fact,
will indeed make Carden believe he is mad. This is how interpellation and insult work: making
the insulted believe he insults the world and not vice versa. Carden points this out too: “Ha —
ha — I suppose people of her type think everyone who differs from them, mad” (Martyn 1966
[1899], 32). Grace mocks any other life, as Yeats would have phrased it. Carden also articulates
how normativity controls and molests people and denies the rights of those who do not wish
to obey: “It is really too bad that I should be molested thus perpetually with unsolicited advice.
All my acquaintances seem to consider it incumbent upon them to interfere in and direct my
affairs just like their own. One would think I had no right to do anything” (41). Carden also
expresses his desire to escape: “I will live my life as I want, and I will take dictation from nobody”
(ibidem). Grace complains to the doctors and the Shrule family that Carden “always seemed
to me odd and ridiculous: for he never cared for society, never went to races, dances, or tennis
parties, you know, like other people” (34). She continues calling Carden and his family queer
people: “He is such a queer creature. You cannot imagine how strange his ideas are” (35). Lady
Shrule agrees: “He never loved you, Grace. He is a terrible man. These Tyrrells were always a
queer lot” (36). They also observe that Carden has no interest in women at all, even though
Lady Shrule thinks “it is impossible that a man can exist without loving some woman” (35).
This lack of interest in activities traditionally assigned to men and Carden’s indifference towards
women signals that he is different from normative notions of masculinity.

But friendship, brotherhood, reading and the heather field offer consolation for these in-
sults. When Grace arrives, Carden’s reaction is annoyance and he begins reading. Carden tells
Ussher and Miles that “two friends such as you ought to compensate for what I have to bear
from others” (42). The heather field offers a similar escape from what Carden calls his life of
pain and unrest as a husband: “Oh! There is magic in those mountain breezes! [...] I hear in
its waves those voices floating back to me” (45). Yet Carden explains this to the doctors who
immediately diagnose him as mad, as he claims that for him his current life is only a dream,
and his real life is there in the heather field: “Miles, I often think that my life of pain and unrest
here is only a dream after all” (27).

It is his most intimate friend Barry Ussher who tries to save him from the medical discourse
and calls him away: “Really, Carden, I don’t see what you gain by discussing your ideas with
people who can neither understand nor sympathise with them. Come, come away” (46). It is
also Ussher who reproaches Grace for her plan to pathologise Carden and the child Kit, and
compares Carden to Joan of Arc and Socrates to stress that there is nothing abnormal about
him: “Did not Joan of Arc declare she heard voices calling on her to accomplish a work which
proved to be one of the most wonderful and practical in history? Was not Socrates firmly
convinced that he was in the habit of receiving admonitions from his daemon?” (48). Ussher
also summarises the cruelty of normativity which wants to contain the unconventional behaviour
of people like Carden: “To take him away from all that he loves—his free life on the mountain,
his intimate delight in nature, his interests and occupations without which life would become
for him meaningless—can you understand the cruelty of this?” (50). Ussher also warns Carden
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that it is dangerous to go to the heather field, which Carden sees as a betrayal of their bond of
entrustment and finds their disheartening attitude the most unbearable (41): “What do you
mean? Are you too going to join the enemy?” (55). This recalls the protagonist Cumhal’s lines in
Yeats’s “The Crucifixion of the Outcast” in which Cumbhal is mocked and crucified by everyone
because of his effeminacy: “Outcasts, have you also turned against the outcast?” (1908, 19).
In Act II1, in which Carden is already tamed and domesticated, not daring to visit the heather
field anymore as he is watched by the medical gaze of the doctors and police officers, Miles and
Ussher form an alliance to defend Carden: “Oh, I know you [Grace] have much to endure, but
I cannot remain here and listen to such denunciation of what my brother holds nearest to his
heart” (Martyn 1966 [1899], 62).

Ussher appears as an older, more authoritative figure who has managed to escape and who
can thus serve as a teacher for the younger Miles. Ussher teaches him through his stories about
Carden’s difference, which recalls bonds of entrustment between older and younger people.
Ussher also employs ambiguous diction — for instance, he reassures the anxious Miles: “I fear I
also find difficulties cultivating the tastes that are congenital to me” (17). But to Miles Ussher
embodies freedom: “Well, in any case you seem able to live as you please. You have always
means to travel, and never want for anything” (18). Yet Ussher suggests that he has lost hap-
piness when Carden married Grace and hints at the ambiguous relationship between him and
Carden which was broken by Carden’s marriage. This marriage appears as the greatest grievance/
betrayal in their relationship, which Ussher calls a strange and unnatural choice and sees it as a
betrayal of their intimacy: “Grace would probably have made an excellent wife for almost any
other man, but for your brother—well, it might have been better if he had never thought of
marriage at all” (18-19). Miles does not understand what he is referring to which increases the
sense of closetedness in the play: “Well, you see, Carden and I had been intimate so long. We
had been brought up together in fact, so that I fancy I understand him better than anyone”
(19). Ussher continues his nostalgic recollections: “Oh, he always did so fascinate and interest
me. What poetry he put into those days of my youth—the days that are dead” (ibidem). It is
also Ussher who describes Carden as an inherently dissident man: “Ah, foolishly his wife and
her friends thought they were going to change Carden to their model of a young man, but a
latent, untamable nature was not to be subdued. Its first sign of revolt against suppression was
when he began his vast work in the heather field” (20)

When Ussher and Carden bring up Carden’s marriage at the beginning of the play, it
becomes clear that it is a painful point for both men and has decreased the intensity of their
intimacy. Carden blames Ussher’s warnings about the marriage for his unhappiness, which leads
to a heated quarrel between them. First, Ussher gets angry and wants to leave: “I was wrong ever
to have interfered with my advice. Never will I do so again” (23). But then the stage direction
indicates that he changes to a more tender and emotional tone and says: “I hope, Carden, at least
I may never be to you the cause of ill luck” (ibidem). Towards the end when Carden shows signs
of madness, he believes he is ten years ago when he was about to marry Grace despite Ussher
begging him not to, and he re-enacts the scene but decides to take Ussher’s advice not to marry
(64). Carden’s marriage to a woman is a trauma for both men. It pervades Martyn’s play and
marks the relationship between its sensitive and sentimental male characters with an atmosphere
of unrealised potentials, closetedness and failure. These moments in the play evoke Love’s ideas
of broken intimacies and moments of failed or interrupted connections, and she maintains that
this impossibility of love is part of queer historiography (2007, 24).

Ussher also serves as a mentor for Kit who also falls in love with the heather field and keeps
asking his father to come out with him to enjoy it. He is also obsessed with flowers, described as
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pensive looking and wears a sailor suit. The young Kit and the older Ussher have an interesting
conversation about masculinity, as Kit understands that he will only have rights if he becomes
a man. This passage also plays with the ambiguous connection between becoming a man and
becoming masculine, and it can be interpreted in both ways:

Kit (with impatience): Oh, how I wish I were a man.

Ussher: Alas, are you not much better as you are? Why do you want to be a man?

Kit: Because then they could not prevent me from doing what I like. I should be a sailor and find out what
Is beyond the great sea father and I are always looking at from the heather field. (Martyn 1966 [1899], 39)

When Carden asks him if he brought flowers from the heather field, he answers ambig-
uously: “They have not yet come out” (63), implying also the repressed, unrealised aspects of
Carden’s life who cannot go to the heather field anymore, as he is watched by doctors and police
officers. But the play ends with Carden and Kit holding hands watching a rainbow above the
heather field talking about man’s speechless desires: “Oh, mystic highway of man’s speechless
longings! My heart goes forth upon the rainbow to the horizon of joy!” (66). This is very sim-
ilar to the final scene of Act II which ended with Miles and Carden embracing one another,
uttering each other’s name (32). 7he Heather Field is therefore very much about accepting loss:
Carden has lost the world from which he wanted to escape — the normative family and social
roles with which he could never identify — but by the end of the play he also loses the heather
field which offered consolation for his life of suffering as a husband. In a way, his intimacy
with Barry Ussher is also lost because of his marriage, yet this bond is not fully broken, even
though it has to remain unfulfilled and marked by a history of regrets, shame and hurts which
Carden tries to transform into an alternative form of happiness through bonds of friendship. In
the words of Mufioz, “[t]o accept loss is to accept queerness” (2009, 73) and it does not mean
hiding in the closet or disappear, but “to veer away from heterosexuality’s path” (ibidem), which
Carden clearly achieves in his own way even though he is forced to remain within the family.

3. Conclusion

These two plays and their ‘affect alien’ protagonists can thus convey queer structures of
feeling and demonstrate the importance of histories that hurt. As Ahmed phrased it: “A concern
with histories that hurt is not then a backward orientation: to move on, you must make this
return. If anything we might want to reread melancholic subjects, the ones who refuse to let go
of suffering, who are even prepared to kill some form of joy, as an alternative model of social
good” (2010, 50). Mary’s and Carden’s social marginality can indeed mirror the experience
of queer historical subjects and is able to speak to contemporary queer subjectivities as well,
who inhabit norms differently and who have to bear the pressure imposed on them by nor-
mativity. These two plays subvert conventional gender roles and portray complicated same-sex
intimacies through the safe frameworks of the supernatural, brotherhood, familial bonds and
childhood, all of which work to obscure the more complex desires closeted in the texts. The
relationship between characters of the same-sex and the transformational energy that arises
from these intimate relationships also speak to the importance of queer bonds of entrustment
in coming-out narratives. Thus 7he Land of Hearts Desire and The Heather Field can be read as
love letters to anyone who feels different from the norm, who has difficulty in living up to the
social expectations that restrict their freedom, and who refuse to become like the rest despite the
inevitable consequence of becoming failures in the eyes of normative society. Through Carden’s
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and Mary’s unease and unrest, the plays reveal how restrictive society’s notions of success and
happiness can be for some people. What counts as failure for the rest of the characters becomes
an alternative success story for Carden and Mary: their victory lies exactly in becoming a failure
for the family, in unbecoming’ respectable wives and husbands. Both Carden and Mary put
pleasure and their own interests in front of national and social considerations, and replacing
production/reproduction with pleasure is a crucial non-normative queer strategy (Harris 2017,
24). Because of these topical messages about difference and the pressure of normativity, it does
not seem an exaggeration to call these plays queer dramas.
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Abstract:

The paper explores how lesbian representation evolves in a specifically Irish
context. It examines selected texts of Mary Dorcey and Emma Donoghue, who
were the leading lesbian authors of the last decade of the twentieth century,
and whose writing entered Irish lesbian writing into a new stage of referring to
lesbian desire in an open manner, thus entering lesbian fiction into the canon
of Irish literature. The article analyses Dorcey’s and Donoghue’s lesbian works
in the late twentieth and early twenty-first centuries, as well as the political
atmosphere and the religious secularity of the Republic of Ireland, which
prevented these works from coming out sooner, and whose characters are not
only openly lesbian, but also occupy central spaces of their respective narratives.

Keywords: lesbian Bildungsroman, lesbian continuum, lesbian existence, semiotic
chora, transnationalism

1. Introduction

The staggering advance of Irish lesbian rights and politics
is quickly becoming an area of interest to many scholars. The
Republic of Ireland, which, up to the late twentieth century,
was a cradle of Catholicism, and where there was no place for
discussing the topic of sexuality, let alone its ‘deviant’ forms, has
transformed unchangeably in the last thirty years. This article
will discuss how lesbian literature of Ireland was a fervent com-
panion of the changing laws and legislations at the end of the
twentieth and the beginning of the twenty-first centuries, that
at first decriminalised and later equalised same-sex couples. It
will also outline how factors such as the failing influence of the
church and the increasing openness within Irish society accom-
modated the emergence of a lesbian subject that was excluded
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from the pages of Irish fiction, and how a new reconciliation of multiple identities was formed
alongside the concurrent publications of lesbian works at the turn of the twenty-first century.

Beginning with the year 1989, when the Republic was in the midst of David Norris’s fight
to decriminalise homosexual acts, an amendment that came into life in 1993, the article will
discuss the literary activism of Mary Dorcey, who prepared the literary scene for the forthcoming
changes. In her ground-breaking collection of short stories, A Noise from the Woodshed (1989),
her short story “Scarlett O’Hara” (1990), and her only novel Biography of Desire (1997), Dorcey
openly introduces the concept of lesbian desire, passion, and identity, with her lesbian heroines
occupying central spaces of their respective narratives.

The article will then analyse three works of Emma Donoghue, Stir-fry (1994), Hood
(1995), and Landing (2007), and map out the development of lesbian narrative towards
and around the second decade of the twenty-first century, as well as the same-sex marriage
referendum of 2015, whilst noticing trends in contemporary lesbian writing that contrib-
uted to the emergence of a non-stigmatised lesbian sexuality. This will be achieved by an
analysis of the most prominent in that period of time narrational techniques, such as lesbian
Bildungsroman, Rich’s lesbian existence and lesbian continuum, and transnationalism, that
aided Irish lesbian writers in entering the lesbian subject(s) and the historical presence of
lesbians into the canon of Irish literature, which has been hitherto largely dominated by male
heteronormative writing.

In 1977, David Norris, a lawyer and an active campaigner for homosexual rights, took a
court action challenging the validity of sections 61 and 62 of the Offences Against the Persons
Act and Section 11 of the Criminal Law Amendment Act, 1885, established by the British
Parliament and continued by the Irish Free State following its foundation in 1922, which
criminalised sexual activity between men, be it in private or in public, and for which penalties
varied between three years of imprisonment and a life sentence. Norris argued that the sections
invaded several of his rights, including his right to privacy, which should have been secured
by the Constitution. After having lost the case both at first instance before the High Court
and on appeal before the Supreme Court, Norris filed a complaint before the European Court
of Human Rights stating that the Irish law violated his right to privacy under the European
Convention on Human Rights. He won the case in 1988. Sections 61 and 62 of the 1861
Act, and section 11 of the 1885 Act were repealed and amended by the Criminal Law (Sexual
Offences) Act 1993, that made offences of buggery illegal only if committed with a person
under the age of seventeen, or who is mentally impaired, in order to maintain protection for
the young and the vulnerable.

Parallel to Norris’s case, between 1973 and 1993, many gay and lesbian movements rose to
power and achieved general recognition. The Lesbian Movement itself gained more members
each day and made itself seen within the society, thus strengthening the visibility of lesbians.
Lesbian activists fought alongside gay men in order to achieve the same rights, understanding,
acceptance, and their rightful place amongst Irish society. Organisations, services, and unions
for gay men and lesbians of Ireland began to be formed, amongst them the Sexual Liberation
Movement (1973), the Irish Gay Rights Movement (1974), as well as telephone befriending
services for gay and lesbian individuals such as Tel-A-Friend (1974) or Dublin Lesbian Line
(1979).

Mary Robinson actively supported David Norris, and in later course became his attor-
ney. At the age of twenty-five, Robinson was the youngest law professor in Ireland. She was a
campaigner for human rights and fought vigorously to improve the position of women and to
abolish laws prohibiting homosexuality. In the early 1960s, during her stay in Paris, she came
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across homosexuality for the first time: “I was astounded because I hadn’t even heard that it was
possible. And yet through literature and lifestyle in Paris, it was something that I took on board
with great interest at the time” (O’Leary, Burke 1998, 20). Therefore, her 1967-graduation
address was aimed at the necessity of changes that needed to take place in the Irish law; in this
speech, she targeted issues that were not spoken about out loud before: divorce, contraception,
suicide and, most importantly, the position of women in Irish society. She believed that these
issues could be resolved by changing the law and overthrowing the old laws that were instigated,
in large measure, by the Church: “I was very angry at a lot of what the Church stood for at that
time, at how religion could become power-play and oppressive, undermining the true sense of
spirituality and the true ethical norms and standards that are the highest reaches of the human
mind” (19). Her involvement was initiated in 1977 when she served as a legal advisor for the
Campaign for Homosexual Law Reform. She became the President of the Republic of Ireland
on 3 December 1990 and held her post until 12 September 1997.

In 1988, the European Court ruled that the law criminalising same-sex activities was
contrary to the European Convention on Human Rights, in particular Article 8, which pro-
tects the right to respect the private life. In 1992, one year before the final decriminalisation
of homosexual acts in Ireland, Robinson invited the representatives of Irish Gay and Lesbian
community to Aras an Uachtardin (the official residence of the President of Ireland), which
David Norris saw as a sign of “the final act of acceptance, [...] being welcomed into the Irish
family at last” (107). Robinson’s involvement in Norris’s case, followed by her presidency, have
not only had a significant input into Ireland’s European politics, but have also influenced the
lesbian narrative in terms of a new-found openness with which lesbian authors could textualise
their desires. I notice a perceptible correlation between Robinson’s presidency and lesbian fiction
that has emerged during that time; it was a time of change, and lesbian writers began to cele-
brate and pay tribute to lesbian love through their voices that were no longer to be threatened
by neither the censorship nor the law.

2. Merging of social, national, religious, and sexual identities

The following section outlines and emphasises the tension between national and sexual
identities, which not only highlights the difficulty of concomitantly identifying as lesbian and
Irish, but also shows how this identification affected the lesbian fiction of the Republic of Ireland
in terms of a consecutive development of a lesbian subject.

Even the individual nation-state as an object of analysis in itself is problematic. The search
for one’s national belonging is often owed to the notion of nationalism. However, nationalism,
in its hegemonic form, can also indoctrinate and dominate people’s thinking and behaviour to
such an extent that certain groups, which do not fit into its invented idea of national harmony,
are frequently excluded. Nationalism, therefore, can also sometimes be seen as the main cause of
creating problems for identifying with one’s national belonging, or indeed, being refused a place
in the national imaginary. With the precise case of Ireland in mind, I find Partha Chatterjee’s
contributions especially valuable. He constructed a division between imperial nationalism and the
political nationalism that was created by anticolonialist nationalists long before separating from
the imperial power. Postcolonial nationalists segregated their culture into two domains — material
and spiritual. Firstly, they ‘imagined’ the nation into being in the spiritual sense before readying
it for the political contest. The spiritual domain bears essential markers of cultural identity and
it is associated with family, ancestry, culture, and religion. Furthermore, the spiritual domain, in
opposition to the material domain, is considered feminine and is associated with the domestic
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sphere (see Chatterjee 1993, 126). The material domain, on the other hand, is associated with
the economy, technology, science, and statecraft, which is gendered as masculine. Whereas the
coloniser proved its superiority over the material domain of the culture of the colony, and the
post-colony agreed on the need for modernity (although still rejecting the colonial rule), the
greater has become the need to preserve the spiritual sphere from any alien intrusion. Nationalists
in postcolonial nations, in assuming that lesbian desire is a Western invention, instantaneously
rejected it and perceived it as an invasion of the spiritual sphere of national culture. This type of
nationalism could be classified as hegemonic nationalism, with its aggressiveness, chauvinism,
fascism, and discrimination against minorities (see Wirth 1936, 725-729).

Some scholars, however, shed a different light on this issue. Benedict Anderson, for instance,
who unlike certain Marxists, is of an opinion that nations and nationalisms are products of
modernity that were invented in the West and later forced upon the rest of the world, under-
stands nation as an imagined community, a value that cannot be defined strictly by speaking
the same language or having similar beliefs of living within the country’s borders. He purports
that nationalism is a policy of threatened upper classes and the way of governments to control
nations, initiated through, inter alia, popular mass media and compulsory education. He also
states that the idea of an imagined community is based mainly on the common social identity
that, through its deep psychological bond, creates a feeling of a “horizontal comradeship” (An-
derson 1991 [1983], 7), and that this factor precisely is used for State control. As there is no
space for LGBTQ+ individuals within the modern imagining of the nation state, this control
of population and its numbers, therefore, can also often be exhibited in an exclusion of sexual
minority communities. Therefore, the insularity of Irish nationalism, which, despite secularism,
was further served by the authoritarian Catholic Church, can be seen as one of the reasons why
lesbians refused self-identification as Irish and chose to be perceived as communal, however
oppressed, rather than national members in the past.

National identity, on the other hand, often refers to a sense of a nation as a cohesive whole,
as represented by distinctive traditions, culture, and language. Developing Anderson’s opinion,
that nations, nation-ness, and nationalism are difficult to define, I want to highlight the role
of the Catholic Church in Irish nationalism, and how the Church interfered not only with the
political sphere, but also with the spiritual aspect of Irish culture. The two modern versions of
Irish political nationalism can be distinguished into Irish Catholic or Republican nationalism
and Irish Protestant or Unionist nationalism. Religion has always had a major influence on
the community. Lesbian identity especially, “is a rapture to the morality brigade attached to
conservative agendas” (Kalra, Kaur, Hutnyk 2014 [2005], 63). Kathryn Conrad recognises the
fact that Irish orthodox Catholicism has always demonised homosexuality; therefore, homo-
sexuality was always troubling for the notions of nationalism and “Irishness” (2004, 125). She
also instances David Lloyd who states that until recently, both colonial and the New Irish State
excluded homosexual and lesbian narratives from the field of literature (ibidem). Therefore,
I will be examining how the 1993 decriminalisation of homosexual acts has influenced the
retraction from their previous actions.

The Catholic religion was a forming element of Irish identity and it played an important
role in forging the unity that was necessary for nationalism’s attainment in Ireland. Thus, “Ca-
tholicism was successfully conjoined with Irish nationalism [...] by the need for nationalism
to have some widely accepted source of identity in society” (White, Thurschwell 2013, 48).
Therefore, the Catholic Church and nationalism have become, until recently, reliant on each
other and through the Church’s interference in nationalistic politics, it became two inseparable
and co-dependent institutions.
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Ireland, with Catholicism as its main religion, opposed largely to any threats to the notion
of ‘the ideal family’ that is to be consisting of a man and woman, husband and wife. Therefore,
minorities, and in particular gay men and lesbians, were being demonised as anti-Irish. Having
said that, it is understandable in what measure lesbians must have been stigmatised to identify
themselves as Catholics and as Irish, since they had to overpower the two, closely intertwined,
dominant forces: the Catholic Church, and the nation-state. Even though the Catholic Church
is losing its power over the domestic, political, and public spheres of Ireland, the Republic is
slowly shifting into post-religiousness. Presently, Ireland is thought to have entered the new
millennium with an open-mindedness characterised by its younger generation. In the 1990s,
however, it was a different matter. Political representatives, manipulated by religious authorities,
were still under the influence of their predecessors’ actions and continued to be in opposition
to any changes, the perfect example being the opposition to the amendments of sections 61
and 62 of the Sexual Offences Acts.

In addition to the complexities of self-identifying one’s nation, sexuality, and religion, the
major impact of self-recognition was ignited by the sense of social identity. A person’s knowledge
that he or she belongs to a social category or a group, therefore, dictates one’s social identity.
Consequently, a common social identification that is held by a group of individuals forms a
social group. Therefore, persons who are similar to each other and fulfil group expectations are
included within this group whereas, consecutively, those who differ are excluded and are thus
perceived the abject members of the discriminated group: outcasts. Likewise, a lesbian circle or
religious community or a group, welcome those similar to them and, respectively, refuse others.
Furthermore, according to Tajfel and Turner, there exists a continuum between personal and
social identities, and “shifts along this continuum determine the extent to which group-related
or personal characteristics influence a person’s feelings and actions” (1986 [1979], 298). The self
becomes assimilated to the perceived within the group stereotypes and, therefore, is more likely to
exhibit behaviours typical of that group that, as a result, influences behavioural intentions of the
self. Therefore, on the assumption that Irish Catholics form a wide social group, one’s self-identi-
fication with this group dictates the development of certain social identity. This can be translated
into an unconscious and mutual hatred towards sexual minorities that only began to disappear
under the influence of the process of transmigration and its advancements on human rights,
resulting in creating grounds for multiplicitous acceptance. This identity merging is Donoghue’s
metaphorical emotional stir-fry that, in Landing, is presented by the use of cultural dislocation.

3. Breaking the tradition: A Noise from the Woodshed by Mary Dorcey

The first Irish lesbian author to underline and challenge the above difficulties was Mary
Dorcey, who, upon the most significant time for Irish sexual minorities, revolutionised Irish
lesbian fiction when she published her collection of short stories entitled A Noise from the
Woodshed, where she deploys the Kristevan techniques of the chora and the semiotic in order to
make the subject of lesbian desire more explicit. I recognise this collection as the turning point
leading Ireland into an era of contemporary lesbian writing. When asked to summarise the
most striking characteristics of Ireland at the time of her growing up, Dorcey replied:

Silence. Repression. Censorship. [...] Nuns and priests everywhere. [...] Censorship of books and
films. Fear and suspicion surrounding anything to do with the body or the personal life. The near total
repression of ideas and information. A Catholic state for a Catholic people. (O’Carroll, Collins 1995, 25)
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Mary Dorcey was born in Dublin in 1951. Whilst living in Paris she first came across
women whom she suspected to be lesbians. After her return to Ireland in 1972, she began to
attend meetings of the Irish Women’s Movement, served as a founding member of Women for
Radical Change, Irish Women United, and the Irish Gay Rights Movement. She is viewed as
a forerunner of the lesbian and gay rights movement and the precursor of lesbian writing in
modern Ireland. Dorcey writes poetry that “is informed by the struggle to articulate lesbian
sexuality” (Monahagan 1996, 37) and, indeed, her writing celebrates lesbian love because it
is “so exciting, so passionate, so time-consuming, so addictive, that once started there will be
no getting people away from it” (O’Carroll, Collins 1995, 31). However, she is known mainly
for her groundbreaking collection of short stories A Noise from the Woodshed that was awarded
the Rooney Prize in 1990.

Subjects of Dorcey’s collection of short stories are stigmatised Irish women — battered wives,
victims of homophobia, patriarchy, religion. “All of the stories reflect the tensions in Ireland
between the older values of the conservative and primarily Catholic state and the newer feminist
theory and practices that Dorcey and her fellow activists sought to promote” (Casey 20006, 64).
Furthermore, Dorcey’s stories portray the transition of Irish women from ordinary housewives
to passionate lesbians. “A Noise from the Woodshed” is the opening story of the collection
with the following stories addressing the themes established in the title story. “A Noise from
the Woodshed” has been “chosen to open the collection because it depicts both in its form and
content the rush of possibilities open to women when they leave the well-worn path of social
expectations far behind” (65). Dorcey’s attitude towards Irish society is evident in her writing.
She uses the second-person narrative and thus allows her readers to become “the experts of the
mass media [to] transmit the required values” (Dorcey 1989, 157): “Of course there are other
possibilities. [...] All of these things have happened and will again to you and others in this
place or that. Any of them probable, none remarkable in itself” (176-178). Dorcey’s stories,
therefore, not only highlight the historical presence of lesbians, but state evidently that the
personal is political, and that by changing the society’s views her lesbian fiction can also change
those of individuals:

The traditional border-lines between psychology on the one side and political and social philosophy
on the other have been made obsolete by the condition of man in the present era [...]: private disorder
reflects more directly than before the disorder of the whole, and the cure of personal disorder depends
more directly than before on the cure of the general disorder. (Marcuse 1970 [1955], 21)

This approach is also adapted in the later course by other Irish lesbian writers in their strug-
gle to stabilise the position of lesbian relationships in private and political spheres of Ireland.
‘A Noise from the Woodshed’ represents the beginning of the new era. It is considered to be
a groundbreaking story as it addresses the often-disruptive lesbian desire within the domestic
sphere. Norriss victory the previous year had impacted Irish lesbian writing in a considerable
measure. Since 1993, lesbian fiction in Ireland commences to portray women working and
living together, forming women’s communities and engaging in political work. This image
resembles strikingly Zimmerman’s concept of Lesbian Nation, where lesbian lovers dream of
“the possible world in the making” (Dorcey 1989, 9). It is important to emphasise that I use
the term Lesbian Nation to portray an imaginary lesbian mecca rather than the actual concept
itself, since lesbian separatist groups have largely failed because of their utopianism and exclu-
sive whiteness with no place for multiculturalism and diversity amongst lesbians. Although in
“A Noise from the Woodshed”, this place is only just beginning to be visible through “where a
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window might have been if there had been a window” (6). The story is a statement of lesbian
existence long before now, as “there had been other noises before” (15). Characters of the story
question whether “it had just begun or if it might have been going on [for longer but people]
might [...] not have noticed” (ibidem). The presence of the taboo that veiled lesbian sexuality
until now is emphasised by the sounds of lesbians making love, a sound previously unheard of
in Irish fiction. Dorcey’s voice, the metaphorical “startling noise” (ibidem), brings to the surface
women’s hidden desires whilst breaking away from the tradition of heteronormative writing
and openly introducing lesbian desire to Irish literary fiction. Furthermore, the nationality of
the two lovers is an implication that it is time Ireland followed successes of the United States in
approaching an understanding of lesbian desire and sexuality. Dorcey’s detailed description of
women’s lovemaking, as well as an implication of an ever-existing lesbian presence, which began
to be reiterated in the works of Elizabeth Bowen, Kate O’Brien and Edna O’Brien, challenged
the hitherto prevailing covert references to same-sex female desire.

The use of unconventional narrative is transcended into other stories from the collection.
Dorcey shifts between second- and third-person’s narrative whilst, as in the case of “The Hus-
band”, deploying the male narrator to portray his wife’s lesbian affair. Throughout the stories,
there is an observable sense of impatience; the noises from the woodshed are escaping their
confined, “unlit spaces” (133). Lesbians are “coming clear from years of camouflage [...] every
day casting off layer by layer the outworn pretences: weakness, passivity, dependence on men —
centuries of artifice sloughed away — the quick, vital core released” (137). Their independence
is being regained, they are crossing fearlessly borders of homogenous and heteronormative
territories to announce their presence, as “anything is better than being ignored” (58), anything
is better than being “up to [their] knees in decaying refuse [...] alone, lonely and lovelorn” (16).
The irrepressible need for change in societal attitudes becomes apparent in Dorcey’s use of lan-
guage, where the Kristevan semiotic and symbolic realms are intertwined. What lesbians used
to express through their bodies has now found a way to be articulated through their writing.

“A Noise from the Woodshed” can be most accurately analysed with the use of the Kristevan
semiotic chora and thetic break. Julia Kristeva reformulated Lacan’s theory of the imaginary and
the symbolic orders by making a distinction between the semiotic and the symbolic. Whereas
the symbolic represents communicative, patriarchal discourse, and is “the horizon of the ‘uni-
versal’ bond with other members of [the] group [that] is rooted in the signs and syntax of [a]
national language” (Kristeva 1984, 268), the semiotic is not limited by the structure of language
and is “transverbal: it is made up of archaic representatives of drives and the senses” (269). The
semiotic is characterised by non-verbal communication that comprises of tone, gesture, and
rhythm, and is linked to primary processes and the bodily drives which Kristeva observes to
be mainly anal and oral. The symbolic includes the traces of the unconscious from the earlier
semiotic phase prior to the constitution of the subject through the acquisition of language.
Drives are instinctual and pre-lingual body impulses or instincts, which Freud has reduced
to two primary drives: the life and the death drives. The life drives primarily seek pleasure,
although the reality principle, as opposed to the pleasure principle, may cause the pleasure to
be diminished or postponed as it considers reality. The death drives, on the other hand, are the
instincts to return to the quintessential state of being that precedes birth. Essentially, both life
and death drives can be seen as a flow of impulses that are accumulated in the chora, which
derives from the Greek word for a womb. Therefore, Kristeva forms her argument that a child’s
acquisition of language and the use of the symbolic communication is a reflection of observed
gestures, behaviours, and speech, and the child develops ways of communication that are no
longer connected with its mother’s or his/her own body. Thus, the chora, the flow of energy
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from the bodily drives, is disrupted as the child ceases to communicate through an inarticulate
expression of its drives, which become repressed, and acquires the ability to use language upon
its emergence into the symbolic world of culture. However, as I argue later, traces of the semiotic
remain as the subject shifts constantly between the semiotic and the symbolic.

Similarly, lesbian writers leave the confines of silence, which in writings of their predecessors
was exhibited by covert references to lesbian desire, and shift, metaphorically speaking, towards
the symbolic communication and open representations of lesbian sexuality and existence. The
consequence of this inevitable emergence of lesbian themes and characters in Irish female litera-
ture, similar to an entry of the child into the symbolic, is the Kristevan thetic break. The pulsing
rhythms of Dorcey’s prose fade, as lesbians try to develop ways of verbal communication within
society. As lesbians cross the threshold of symbolic communication, they are forced to verbalise
their existence through the convention of symbolic discourse that is accepted socially. And just
like the child prior to the symbolic — whose early articulations are pre-symbolic and pre-verbal
babblings — lesbians herald their coming with first holophrastic utterances in the form of inco-
herent and unintelligible noises (from the woodshed), similar to the child who develops early
gesticulation until he or she learns the way to communicate through the use of language. Since the
return to the semiotic, despite the consciousness’ constant movement between the semiotic and the
symbolic, lesbians seem to emit an infant’s babble in the earlier stages; symbolic communication
is not yet defined by linguistic structures and it no longer resembles the hypnotic rhythms of the
chora. Before lesbians learn how to communicate with the wider society, and if I may allow myself
a presumption of their being allowed to communicate their existence to the wider society, they
are limited to noises that are yet not verbally clear. This presumption can also explain the covert
references to lesbian desire in the past, since the kinetic functional stage of the semiotic precedes
the establishment of the sign and verbalised linguistic communication.

Moreover, since the semiotic, as it is anterior to sign and syntax and has no social signifi-
cation, lesbians, who cultivate the marginal and unspoken, must enter the patriarchal symbolic
structure, which is a social effect, a phase of social identification and, therefore, linked to social
laws pertaining to patriarchal power and social constraints. Lesbians’ basic drives become removed
and are further constrained by the social code as they enter into mainstream society — their thetic
break is characterised by voicing needs other than those of pleasure. The hitherto prevailing so-
cial establishment is disturbed, or even subverted, as lesbians begin to seek social recognition. As
lesbian articulations affect dominant/hegemonic forms of language and symbolic structures in
order to accommodate lesbian difference, the semiotic disrupts the symbolic more generally, and
the language of the social order and of lesbians is transformed, as lesbians begin to communicate
openly their existence to the larger social world. Therefore, Dorcey’s use of symbolism, such as the
presence of reoccurring themes of water, is used to signify the turning point in Irish history, a time
of change, starting with Norris’s victory that granted the final decriminalisation of homosexual
acts in Ireland. The river’s flowing water represents a cleansing process for Irish lesbians, there are
now no boundaries to keep lesbian desire covert, there are “more and more women [...] crossing
the river, [...] the thing is catching, infectious” (Dorcey 1989, 12-13).

Following the success of her first collection, Mary Dorcey published another short story —
“Scarlett O’Hara” (1990). Within its pages, she mentions lesbian activism, the attitude of Irish
society towards lesbians and the crucial timing. Despite the fact that her contribution of prose
into Irish literary canon is not prolific, she is considered to be an influential and much-admired
writer of this form. In “Scarlett O'Hara”, Dorcey aims at denying reductive stereotypes and
clichés present in Irish society of the time. The phrase “time [which is] of the essence” is repeated
several times throughout the story; it is an analogical time to introduce lesbians amongst ho-
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mosexual stereotypes and to emphasise their existence in spite of general beliefs: “We don’t use
that word [gay]. [...] That’s the men’s expression. We say lesbian” (Dorcey 1990, 204). Mary
Dorcey explains her approach in an interview with Zrish Literary Supplement, where she considers
“writing about the lives of women who are involved with other women” (Weekes 2000, 18) as
challenging current stereotypes of lesbian literature. She is of an opinion that “writing about
gay sexuality in certain clichéd forms has become popular, [...] [whereas] writing outside those
conventions is still threatening” (ibidem). As in her previous stories, Dorcey comes to present
her audience with an introduction of (and to) lesbian desire. Her character speaks openly about
issues that circumvent in Irish society when considering the topic: “the nation [is no longer
able] to turn a blind eye, let [lesbians] to get on with it as long as [they keep] it quiet” (Dorcey
1990, 184); the hitherto prevailing silence is now disturbed by the noises from the woodshed.
Dorcey, therefore, continues a new tradition, which does not acquiesce to the hitherto prevailing
restrictions concerning the marginal presence of lesbians within the narrative; lesbian desire
begins to occupy a central space.

The decriminalisation, however, did not leave the power relations intact. The conflict be-
tween marginalised groups and the ruling institutions often resulted in the loss of power of the
latter. Foucault argues that “every intensification, every extension of power relations to make
the insubordinate [marginalised groups] submit can only result in the limits of power” (1984,
225). Indeed, at the threshold of Ireland entering the twenty-first century, the support for these
institutions was supported rarely, as the State had lost its authority to silence and conceal the
subject of lesbian sexuality that began to arise with a heightened frequency.

4. The narrative of post-decriminalisation: Emma Donoghue — queering the Bildungsroman

From this point onward, I shall refer to writings by Irish lesbian authors as post-decrim-
inalisation lesbian fiction, as I would like to emphasise and make a clear distinction between
pre- and post-decriminalisation narrative. Simply, whereas the pre-decriminalisation texts were
subject to censorship and, therefore, references to lesbian desire had had to be covert, works
published around 1993 were accessible to the general public. The following section will discuss
the methods that Donoghue deployed in her fiction in order to portray the shift from a covert
to over lesbian existence.

The best portrayal of the initiation of this transition can be seen in Emma Donoghue’s
short story, “Going Back” (1994a). Although at the time there were (and, in fact, still are)
places in rural Ireland where lesbian sexuality was frowned upon and not spoken of, despite its
regular appearances in media and popular culture, Emma Donoghue’s story does not concen-
trate primarily on these negative feelings. Simply, it pays a tribute to the change in Irish law
and (the underway) change in the way of thinking in the majority of Irish society — or at least
its urban communities.

Emma Donoghue was born in Dublin in 1969. Her mother is a primary school teacher,
and her father, Denis Donoghue, a literary critic. Alongside Mary Dorcey, Donoghue is consid-
ered an exemplar of contemporary Irish lesbian fiction. In accordance to Jeffers’s categorisation
of Irish 1990s novel, Donoghue “magnifies gender construction and sexual preference; [her
writings] often present formerly marginalised groups or individuals: gays, children, battered
women, the urban poor” (Jeffers 2003, 2). She has created her lesbian writings in various
genres, including the short story, the coming-out novel, the psychological novel, the historical
novel, and the campus novel. She has successfully established Irish lesbian and, to some extent,
Catholic identities within her works.
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Donoghue’s short story, “Going Back”, portrays two Irish immigrants in London: a lesbian
— Cyn, and a gay man — Lou. The story touches upon many feelings that young gay men and
lesbians of Ireland experienced at this time. In many conversations that the two characters have,
they often mention Ireland, mostly reminiscing about their unhappiness. Donoghue, however,
does not limit herself to describe only those feelings. The story illustrates difficulties of coming
out, the first female president of Ireland, the Roman Catholic Church, and most importantly,
the decriminalisation of homosexual acts. It demonstrates the pretences that the two characters
had to keep to be “respectable” and for their “reputations [to be] saved” (Donoghue 1994a,
208). The fact that Cyn has not returned to Ireland once since she left in 1980, implies that
her attempts to come out in her youth were unsuccessful, therefore, she has made the decision
to emigrate. Lou, however, visits his parents on a regular basis, where he lives a lie and is not
willing to reveal his sexuality, as this has already caused his withdrawal from a seminary. Yet he
is the one who insists that Ireland is changing, and that Cyn and he should revisit and witness
its “growing up” (221). Cyn, whose name most likely derives from her cynical approach, is
dubious. She does not feel that she would ever fit in: “I felt more of an exile for twenty years
in Ireland than I ever have in the twelve I've been out of it” (211). She comes to terms with
losing her national identity for a greater cause — her sexual identity. Furthermore, Cyn states
that she does not remember ever having been asked if she wants to be Irish in the first place,
which can be seen as an exemplification of a mutual refusal of national identity. This seems
to be an unexceptional matter when dealing with diasporic identities; an individual’s sense of
hurt transcends into hate towards one’s country of origin. Even though Cyn admits that, as a
lesbian, she was “never illegal” (220), the stigma and the feeling of being the society’s outcast
still pervades in many lesbians'. The story leaves the two characters on the verge, permitting
them the choice whether to go back or not. However, it also leaves them filled with hope and,
just like in “Scarlet O’Hara” the feeling of an imminent time of change, as “Dublin has its very
own Pride March now” to celebrate the decriminalisation of homosexuality (ibidem), and “a
female president up in the Park” (221).

I consider this story to be a sort of prelude to Donoghue’s next two novels, as all three
works have been written at a breaking moment for Irish lesbian writing upon its entrance into
the stages of gender and sexuality realisation. Moira Casey argues that “Going Back”, Stir-fry
and Hood “directly engage with the cultural climate in Ireland surrounding homosexuality at
that historical moment” (2011, 67). Stir-fry and Hood address Irish lesbians at the point of
coming out, however, under different life circumstances of their protagonists. Whereas Szir-fry
is a coming of age/coming out novel, portraying its heroine Maria moving to urban Dublin to
attend a higher education institution, and eventually also discovering her sexual identity, Hood is
an account of a middle-age lesbian, Pen, who is grieving a death of her love partner. The fictive
exploration of a contemporary Irish lesbian identity had been the most innovative feature of
Donoghue’s first two novels. This section will, firstly, analyse Stir-fry from the perspective of a
lesbian Bildungsroman, before moving to on to discuss the psychological elements contributing
to the more overt of lesbian desire in Hood. Furthermore, the below analysis will also exempli-
fy how Stir-fry and Hood are ingenuous portrayals of a transparent lack of acceptance within
Irish society towards lesbians, thus creating particularly difficult circumstances for their main
characters to not only be accepted, but also to accept their own sexualities.

"What Cyn refers to is the political invisibility of lesbians, as the before-mentioned acts 61 and 62 of Irish
Constitution only criminalised homosexual acts between men.
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Bildungsroman is a term signifying the novel of formation or education. The subject matter
of the novel is the development of the protagonist’s (typically gendered male) growth and charac-
ter in the passage from their childhood or youth into maturity (Gazda, Tynecka-Makowska 20006,
87). The process of development usually involves the recognition of the protagonist’s identity
(Trdger 1989, 70) or a development of an artistic consciousness that leads to the creation of a
tully crystallised personality. Bildungsroman shows the spontaneous development of the indi-
vidual against the background of a certain era, where the process of educational and intellectual
development of the protagonist is often influenced by certain institutions or other characters
that are often distant to the protagonist and stimulate the hero according to their intentions
(Gazda, Tynecka-Makowska 2006, 87-88). The protagonist undergoes many trials and enters
various environments where he/she meets new people whose influence can be either harmful or
beneficial. In the classical type of Bildungsroman, identity is defined as the individual selthood
that is achieved through growth and social experience. Wilhelm Dilthey, who had introduced
the term to the critical vocabulary by employing it in the 1870-biography of Friedrich Schlei-
ermacher, and then popularising it in Poetry and Experience (1985), had specified five essential
components of Bildungsroman that include the author’s personal experiences, the protagonist’s
gender, individualism or uniqueness, and psychological maturation that culminates in their
full self-realisation of the self’s potential®. In the 1990s, there appeared a modern type of the
genre that, as it introduces sex into discourse and makes it its central theme, transformed the
traditional genre into a sexualised Bildungsroman, where the protagonist’s maturity is achieved
through accepting his/her sexuality. In Stir-fry, the qualities of the traditional and sexualised
Bildungsroman have been transfigured to accommodate and promote the lesbian context, thus
creating the lesbian novel of development, or the lesbian Bildungsroman, which, according to
Sally Munt, “has an explicit pedagogic function, to instruct the reader in the complexity and
contemporaneity of lesbian identity” (1988, 17). The genre, therefore, which traditionally
portrays the psychological development and the process of self-discovery of the main character,
at the same time subverts the heterosexual discourse of the heteronormative Bildungsroman by
focusing on the heroine’s sexual development and the self-realisation of her lesbian sexuality.
Furthermore, there is a close connection between the previously discussed concept of national
identity and Bildungsroman, as the reformulation of the genre, which is typically gendered
as male, enters and introduces the topic of lesbian sexuality that defies the hitherto prevailing
hegemonic notions of Irish literature.

Maria, Stir-fry’s heroine, is a conjectural lesbian whose initial loneliness in the heteropa-
triarchal society is induced by her deliberate lack of heterosexual friends, excluding her college
peer, Yvonne, as well as by her dissimilarity to the majority of female society, which is manifested
in her negative feelings towards men, “men-repugnance” (Donoghue 1994b, 27). Predictably,
as a Bildungsroman protagonist, Maria moves to Dublin to receive higher education. Her
geographical journey from countryside to the city symbolises her movement away from Irish
patriarchy towards the lesbian world where the process of coming-out provides “a point of exit
from mainstream heterosexist culture” (Jay 1978, 28).

To present the blinding contrast between the traditional and the lesbian versions of
Bildungsroman, 1 will use Jennifer Jeffers’s reformulation of Dilthey’s five constituents of the

*In terms of Irish literature, 7he Portrait of the Artist as a Young Man (1916) by James Joyce is an exemplary
model of masculinist Bildungsroman. Joyce, in portraying his protagonist’s development, strictly follows the tradition
whilst adhering to the five essential components of the genre. Furthermore, this masculinist tradition is exhibited
in the very title itself.
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genre. Firstly, the young protagonist of Bildungsroman is traditionally a male, whereas in Stir-
fry we are dealing with a female protagonist. To adapt this element, the protagonist of Stir-fry
negotiates gender difference and experiences gender inferiority. Furthermore, Maria’s journey
concentrates on her adolescence and education, much like in the traditional Bildungsroman,
that results in an affirmation of her sexuality. Secondly, the protagonist usually presents an
individualism or uniqueness. This quality is again transferred into a lesbian context, as Marias
uniqueness is portrayed through her refusal to engage in heteronormative behaviours. Her
individualism is especially vivid when compared to Yvonne, who is the voice of homogenous
and homophobic Irish patriarchal society. This contrast is strengthened when Maria changes
her physical appearance by cutting her hair, the act of which in particular, is seen by Yvonne,
for whom looking ‘straight’ is of great importance, as a stereotypical feature of lesbian sexuali-
ty. Maria’s atypicality also involves articulation of her difference in terms of sexual preference.
She is “wedged into that [...] abject space [...] of being neither heterosexual nor homosexual”
(Jeffers 2002, 98). Therefore, her uniqueness is revealed further by the inadequacy of her
first lover (a male), which creates a sense of her inability to decide on her sexual desire (195),
and, in effect, delays the promulgation of her sexual preference. Thirdly, the author’s personal
experiences influence the narrative, and indeed “Maria’s eventual coming out colludes with
the novel’s biographical element” (92-93). Donoghue textualises female desire against the
heteronormative tradition of writing. Her rejection of silence that she manifests by writing an
openly lesbian fiction, presents her protagonist’s uniqueness, as well as her own. Fourthly, the
protagonist must undergo a psychological maturation, a journey, to, fifthly, come to the full
self-realisation of one’s potential. Maria’s achievement of psychological maturation, followed
by her development, allows for her “movement [...] from confusion to clarity, from uncertainty
to certainty” (94), which is portrayed in her final realisation of her sexuality. Therefore, Maria’s
journey is completed, her coming of age/coming out process has established her as a mature
character, who is conscious of her (sexual) identity.

Regardless of the classification, however, whether Stir-fry is categorised as the lesbian
novel of development, the lesbian Bildungsroman, or the coming-out novel, it generates larger
implications for literature and gender studies, and questions the properties of the genre, whilst
exemplifying the transformation of the narrative to accommodate and prioritise the lesbian
context. Furthermore, the possibility to reformulate Bildungsroman shakes the foundations of
all literary genres, and thus, literary theory in general. It opens prospects for the creation of
new, and the obliteration of old, literary genres. Just as the term queer is impossible to define
in strict terms, queering any literary text defies the possibility of its precise categorisation. The
decriminalisation of homosexual acts in Ireland allowed for the emergence of more than just
openly lesbian texts — it permitted lesbian writers to initiate the formation of a new Irish literary
canon that is not obligated to follow conventions of the previously prevailing hegemonic and
male-dominated literary tradition.

Leaving aside the problem of categorisation, another important factor is Maria’s emergence
from the closet that, to this day, is “a defining structure for gay oppression” (Sedgwick 2008, 7).
This action symbolises the knowledge that this emergence imposed upon the society. The knowl-
edge requires reaction: to know is to acknowledge. Donoghue’s novel, therefore, is a representation
of an undeniable, however ignorant, acknowledgment of lesbian presence within Irish society.

Furthermore, there is a noticeable shift in the narrative from the previous stages. Dono-
ghue concentrates on the processes of Maria’s emotional and psychological development
whilst presenting other features of Bildungsroman. The events, for which Donoghue deploys
the third-person narrative from Maria’s point of view, are presented in an objective manner
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without the use of subjective comments. Events are depicted in a simple way with the use of
dialogues, and the narration is not in any way experimental, as if Donoghue did not intend to
distract the readers’ attention from the social and psychological problems — the protagonist’s
emotional stir-fry, discussed in the novel by introducing innovative techniques. In this way, she
stresses the importance of these problems and aims to present them in an authentic manner by
referring to everyday language in an Irish context.

Post-decriminalisation Irish lesbian fiction has shifted its narrative to address other issues
than those before the decriminalisation. It is concerned primarily with the process of coming
out, presenting the individual’s perennial struggle of self-discovery and self-realisation (although
this process can never be complete or final). There are no covert references to lesbian desire;
it is here, in the open, unwary of society’s reaction, and facing courageously the consequences
of its emergence. The course of leaving the closet is prevalent in the works of the first half of
the 1990s’. Donoghue tries to avoid the conviction that lesbophobia is brought upon lesbians
by themselves. Valentine argues that to come out of the closet is to call it simultaneously into
being; paradoxically, “coming out of the closet does not demolish it but threatens to reinforce
the closet’s prevalence, thus reinforcing the marginalisation and invisibility of homosexuality in
society” (2002, 157). Furthermore, Maria’s emergence from the literal and metaphorical closet
can be understood, at this particular stage in Irish lesbian writing, as representing the end of
an enforced silence of Irish lesbians:

Maria’s hand skimmed across the polished wood of the wardrobe, which was interrupted with
scratches. She tried the intricate metal handle, half of which came off in her hand; as she was fitting
it back into its hole, the door swung open. [...] Shutting her eyes, Maria let her fingertips follow the
clothes [...] Perhaps ten minutes passed in this way, with her breath getting deeper and the slow boom
of the heart the only sound. Then Maria reached under her nightshirt and touched herself for the first
time since she could remember. [...] [At] the sound of a key in the front door . . . bending low, she slid
out of the wardrobe without too much disturbance, and shut it softly behind her. (Donoghue 1994b,
183-184)

Hood (1995), Donoghue’s next novel, other than presenting lesbian identity from a slightly
different perspective, seems to be continuing the individualities of her characters, and is, just as
Stir-fry, concerned with the process of coming out of its protagonist. However, Donoghue shifts
her plot into a darker sphere, where her main character, Pen, grieves the death of her long-term
partner, Cara. Pen’s coming out seems to be more advanced than in the case of Stir-fry, as Pen
has already undergone the first two stages of lesbian identity development process, therefore, her
self-identification as a lesbian is already completed. Her process of coming out, in this instance, is
taking place on other levels, as she discloses her sexual identity to her friends, family, colleagues,
and incidental members of society. Pen’s story of development is complex; unlike Maria, she
does not achieve maturity or sexual realisation but, instead, faces difficulties of coming out in an
austere Irish Catholic environment. Furthermore, Pen’s identity development is parallelised with
the process of grieving, where the stages of the grieving process can be identified in accordance
with those indicated by Kiibler-Ross (denial, anger, bargaining, depression, and acceptance).

The plot of Hood plays a minor role and is dependent on the psychological experiences
of its heroine. Psychological motifs are related closely to social and moral elements as Pen is

*In Donoghue’s Hood (1995), Pen’s metaphorical sexuality is also closeted by hiding a “Technically a Virgin®
badge in her wardrobe.
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entangled in various relationships and social dependences. The action is a sequence of psycho-
logical events to which other events are subordinated. Additionally, the fact that the plot is
condensed within a space of a week makes Pen’s experiences more vivid, and the consecutive
stages of grieving that she encounters can at times be observed within one paragraph. Through
encapsulating the plot and its events in short spaces of time, as Pen is forced to return to work
only three days after Cara’s death, Donoghue emphasises the need for a formal recognition of
lesbian partnerships in state institutions. Additionally, Donoghue’s attempt to illustrate lesbian
individualism is portrayed in Pen’s resistance to being identified with lesbians, Cara’s friends,
when she attends Cara’s wake, and her further refusal to their invitations, as Pen seems to be
resisting all these social practices in order to maintain her individuality.

As opposed to Donoghue’s first novel, Hood's protagonist is a much older and insular char-
acter. However, there is a noticeable continuation of the plot and the characters from Szir-fry".
Whereas Maria’s disentanglement evolved around her process of coming out, the plot of Hood,
despite Pen ‘leaving the closet’ on many other levels, “appears to advocate lesbian integration in
mainstream Irish society, not through a denial of difference, but through mutual understanding
and acceptance” (Quinn 2000, 164). What is more, Cara’s death is used as a metaphor to present
“a cry against homophobia on the part of heterosexual society and separation on the part of the
lesbian community” (164-165). Hood, by denying Pen to grieve Cara openly, repudiates lesbian
otherness by intersecting elements of theory and fiction that refer obliviously to traumatology,
and concomitantly protesting silently against Section 37(1) of the Employment Equality Act.

5. Transnationalism in Emma Donoghue’s Landing (2007)

Landing is significantly different in comparison to Donoghue’s previous lesbian novels, as
it openly portrays a transnational love affair between Irish Sile and Canadian Jude, who over-
come the distance in order to be together. The novel, as opposed to Donoghue’s writings from
the nineties, does not deal with the process of coming out; instead, it moves onto discussing a
lesbian relationship in transnational scenery that refers to the heightened interconnectivity and
multiple interactions that link people across the borders of nation-states. The influence of the
transnationalism on the narrative of the novel is indicated in the initiation of the main charac-
ters’ relationship that takes place at the airport, in, as Casey observes, “a sort of in-between state”
(2011, 70). Whereas in the mid-nineties, the process of coming out was of great interest to writers
and readers, over a decade later the narrative has made a substantial shift into the modern world.
Donoghue observes that “lesbian writing is not particularly known for its stylistic or structural
experimentation; we're getting noticed for the new things we're saying, not for how we’re saying
them” (Thompson 2003, 175). Consequently, this is exactly what she does — she experiments with
new themes that have occurred in lesbian existence in Ireland, by portraying present attitudes and
making a noteworthy comparison to twentieth-century Ireland. Irish society is no longer portrayed
as homo- and lesbophobic; as an alternative, Donoghue’s characters move freely around the globe,
making love and attending gay weddings. Male homosexuality, lesbian sexuality, bisexuality, and
heterosexuality merge, forming a sense of long-awaited equality and happiness. Having said that,
the aforementioned interdependence does not exclude racist and homophobic events that still
make their appearance in the twenty-first-century Irish society of Landing (Donoghue 2007, 186-

#Cara replaces the polygamist butch Jael from Stir-fry and, equally, monogamist femme Ruth is replaced by
Pen, the main character of Hood.
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191). These, however, are of a minor importance to the plot’s development and are ridiculed by
its characters (35), as the novel primarily “problematises both points of origin and assumptions
about whiteness and Irish identity” (O Toole 2013, 139).

In the past, many Irish lesbians, at some point in their lives, have felt the need to emigrate,
mainly to the UK, on the grounds of their sexualities.” This trend is now in full reversal, with
many displaced Irish diasporans returning to Ireland. Ireland has noted an increased tendency
for its emigrants to return to their roots, particularly between the mid-1990s and 2000. “When
we were at college, [...] didn't it seem like everyone we knew was moving [away from Ireland]?
But then the minute the Boom happened, most of them came rushing home” (Donoghue
2007, 292). Additionally, there is a contradistinction in the number of LGBTQI+ community
members’ rural to urban migration. Whereas it is still widely considered that, as Sile observes,
“queers should head for the biggest city they know and stay there” (231), it is of a clichéd
nature with many gay men and lesbians moving to rural parts of Ireland. Although “nothing’s
spelled out” and their neighbours would “rather not receive a wedding invitation”, they “get on
grand” (ibidem) and are generally accepted. In order to accentuate Landing’s globalised nature,
Donoghue places her characters “doing the time zone tango” (238) between Dublin, Ireland
and Ireland, Ontario. This wordplay diminishes the feeling of great distance and makes the
world a smaller place, a place in which distances and borders do not exist, where her characters
are “citizen([s] of the world” (301).

The novel, therefore, is best analysed from the perspective of transnationalism. The term
‘transnationalism’ seems to be accurate in terms of assigning a new, imaginary space without the
use of territorial claims and borders, as it concentrates on issues of mobility and border-tran-
scending processes, whilst emphasising the fluidity of movement. Transmigrants, similarly,
are “immigrants whose daily lives depend on multiple and constant interconnections across
international borders and whose public identities are configured in relationship to more than
one nation-state” (Schiller, Basch, Szanton Blanc 1995, 48). In Landing, national boundaries
are being displaced as Jude and Sile travel continuously in order to decide on their final desti-
nation. The choice here, contrary to previous reasons for migration, depends strictly on one’s
emotional attachment to the place of origin rather than old-fashioned patriotism. Mr Donohoe,
in his August 2014 statement for 7he Irish Times, observes that in

old ideas of patriotism, such as blind loyalty and unquestioning obedience do not sit well with [the
Irish], and for good reason. History shows that powerful institutions like church, state or business must
be challenged and scrutinised, so that they work for the common good, and not their own interests. To
do otherwise can lead to scandal, corruption or dysfunction. (Collins 2014, n.p.)

Transnationalism in Landing is a result of the interconnectedness of the world as a conse-
quence of global capitalism. It emphasises here the emergence of social process in which two
women establish social fields that cross geographic, cultural, and political borders. Donoghue
“explores [...] the subject of desire across distances of various kinds: generational, cultural, [and]
even spiritual” (Brownrigg 2007, n.p.). Despite the fact that the importance of immigrant groups
in transnational activities has been limited, it is nevertheless significant in terms of development
prospects for nations and communities. Transnationalism, especially contemporaneously, does
indeed play an irrevocably crucial role in hybridising processes of contemporary societies. Sile

5The 1995 GLEN/Combat Poverty research demonstrated that 60% of Irish emigrants for the reason of their
sexuality (Connolly, O Toole 2005, 186-187).
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and Jude, therefore, become representatives of the new generation of queer transmigrants that
Donoghue has written in “an attempt to critique or reshape the homeland” (O’Toole 2013,
139). I must stipulate that when I refer to transnationalism, I have in mind the creation of a
new social space and “the ways that the everyday practices of ordinary people, their feelings, and
understandings of their conditions of existence, often modify those very conditions and thereby
shape rather than merely reflect new modes of urban culture” (Smith 1992, 493). This is especially
true in a lesbian context, where the power relations are being shaped in resistance to dominant
hegemonic and patriarchal power structures, and where the transnational subjectivity is often
acquired through the rejection of the concept of affiliation as the basis of identity. Here, I would
like to return to the previously discussed theory of Benedict Anderson who, with his notions of
‘imagined communities’ and ‘print capitalism’, seemed to have reached out far into the future.
The influence of the print in the era of capitalism, strengthened by inventions of the twentieth
century, such as telecommunication and technology, as well as rendering of, and resistance to,
the nation-state in the phase of globalisation, seem to be at the centre of the novel’s long-distance
relationship. General assumptions about national belonging, as well as identity, ethnicity, and sex-
uality, are reversed through its cosmopolitan, lesbian, and of an Indian-origin main character, Sile.

Furthermore, transnationalism is perceptible in the language of the novel. Donoghue
equips her characters with the means of modern communication, information technology, and
cheap air travel, to emphasise the existence of glocality and its influence on transnational queer
subjectivity, as well as general perception and reception of lesbians. An ease with which the
long-distance relationship between Canada and Ireland is pursued, implicates positive impacts
of the era of the Celtic Tiger and a sudden improvement of Irish economy that resulted in
globalisation. Civil society is to be understood here as “the voluntary civic and social organisa-
tions and institutions that form the basis of the functioning society” (Murphy 2009, n.p.) that
at the local level are responsible for community’s developmental processes. The Celtic Tiger,
Ireland’s participation in the EEC (later the European Union) affairs and opening its borders
to allow fluid migration of workers, resulted in the creation of hybrid cultural identities. All
these issues have been included in Landing that shows the contemporaneity of Irish society
through the eyes of its excursionist, Sile. The borders between various identities and labels in
Landing become fluid as its characters change their sexual preferences (Donoghue 2007, 42),
geographical locations, and marital statuses. Donoghue reports intrinsically issues afflicting
Ireland of the time — racism, homophobia, and paedophilia in the Church.

Although I discuss Landing from a transnational point of view, when approaching an analysis
of its characters, it is vital to make a distinction between transnationalism and cosmopolitanism.
Whereas the plot of the novel is a result of transnational movements, to classify Sile as an eco-
nomic migrant would be a major misconception, because although transnationalism was used
initially to describe movements, it now refers largely to economic migration. Cosmopolitanism,
on the other hand, is characterised by a more sophisticated border crossing. Bauman enables
new insights into distinguishing these two terms by deploying the images of the tourist and the
“vagabond” (1998, 93), where the latter refers to transnational people and the former represents
intellectual individuals who demonstrate “an openness towards divergent cultural experiences”
(Hannerz 1996, 239). Since Sile’s dislocation is voluntary and dictated by the country of origin
of her partner, as well as influenced by the nature of her employment and the Celtic Tiger that
transformed Dublin into a successful metropolis, she can be most accurately analysed with
the use of a cosmopolitan lens. This approach, permitting to distinguish these two adverse
definitions, allows for a clearer understanding of the consequences of transnationalism on the
Irish lesbian narrative. Undeniably, the increased influx of immigrants, as well as returning



CAN I WRITE ABOUT IT YET? 59

Irish nationals, has played a crucial role in the shaping of the lesbian narrative of Ireland. The
progressive way of perception of sexual minorities is the biggest victory of the transnational
movement for the Irish LGBTQI+ community, as the hitherto prevailing Irish insularity gives
way to the Europeanised general mentality and lesbian authors follow their foreign predecessors
in portraying their characters as inclusive sexual citizens of the world.

Despite Donoghue’s own migration in 1990, I do believe that it is “the timing of the
essence” (Dorcey 1990, 204) that contributed to the rapid development of lesbian writing in
Ireland. In terms of transnationalism and allegoric references to Ireland’s development, as well
as being influenced by her own diasporic experiences, Donoghue creates two parallel settings
that seem to be interdependent of each other: Dublin, Ireland and Ireland, Ontario. In this
instance, however, Donoghue, quite ironically, portrays the Canadian town of Ireland as a
representation of rural Ireland in the future context. Concomitantly, Donoghue’s characters
can be interpreted as the representation of two different Irelands. Whereas Jude symbolises
the old Ireland, the cosmopolitanised Sile, with her neoliberal feminist approach, is an em-
bodiment of the new globalised Ireland. Themes present in Landing are a reflection of Irish
societal behaviour concerning homosexuality and lesbian sexuality. Transnationalism, through
its unreserved flow of information and ideas, has allowed for a modernised and acceptant
perception of lesbians within Irish society. This shows how the influence of geographical
movement on representations and engagement with sexual identities. As I argue elsewhere,
queer global movement allowed for the development of Irish lesbian fiction in a direction of
an overt presence of lesbians on the pages of Irish lesbian writings, as it juxtaposed lesbian
experiences in and of Ireland (Charczun 2019, 94-95). Furthermore, a transnationalistic
approach in Landing emphasises the need to abolish the domination of a Western modernity
that marginalises non-Western sexualities. The cultural heritage of Sile represents a challenge
against the predominance of a Western hegemonic model of sexuality politics. In this way,
Donoghue insists that the inclusion of diverse sexual identities in lesbian discourse is necessary
to achieve a more-inclusive international queer community that will enable lesbians to see
themselves as a part of a global community, where their commonalities will not be denied by
race and nationality alone (Altman 1996, 84).

Transnationalism seems to also have changed Irish people’s attitude towards Catholicism, as
its absence in Donoghue’s novel is highly noticeable. In fact, Ireland is already seen by some as a
post-Catholic, or post-religious country. In the 1970s, almost ninety percent of Irish Catholics
attended Mass at least once a week. Today, this number has decreased by sixty-five percent. In
addition to this, in Dublin itself, only two or three percent of self-described Catholics go to
church on a regular basis (Potter 2011, n.p.). I need to emphasise, however, that these num-
bers refer only to practising Catholics as, according to the Central Statistics Office, there are
in Ireland still nearly four million registered Catholics, of whom over three and a half million
are Irish (Census of Ireland 2011). Deborah Potter has also noticed an accelerated decline of
the Irish Catholic Church. Whereas the cause of this cannot be ascribed to only one factor,
such as the Church’s sex scandals in recent accusations clerical paedophilia, it is, however, an
undebatable end of the alternative religious society within Ireland, an alternative state within
the state. The Church’s influence has begun to wane further with the decreasing number of Irish
Catholic Priests. In 1984, there were 171 ordinations, whereas twenty-two years later, in 2006,
the number has plummeted drastically (McFadden 2014, n.p.). According to the Irish Catholic
Directory (2008), if current trends continue, Ireland could lose over sixty percent of its priests
by 2028. This shows the disappearing homophobic tendencies in Irish national culture, which
in the past used to be incited by the preaching of the Catholic Church.
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6. Conclusion

The narrative of Irish lesbian fiction has undergone an unrecognisable transformation; in
the short space of just over twenty years, the authors have begun to not only discuss lesbian
desire openly and fearlessly - they are celebrating lesbian love with a newly found courage and
aim to discuss lesbian lives from a different perspective to the one from twenty years ago. This
transformation is an effect of a variety of factors, ranging from the reconciliation of multiple
identities, the battle to decriminalise homosexual acts, and a deployment of a plethora of
intertextual narrational techniques to represent the hitherto minoritised lesbian sexualities
and identities. Whereas at the end of the 1980s lesbian fiction dealt predominantly with the
subject of coming out, the first decade of the twenty-first century experienced an over presence
of lesbian desire on the pages of Irish lesbian fiction by Mary Dorcey and Emma Donoghue.

While Ireland has only recently granted equal marriage rights to same-sex couples (May
2015), the development process of the Irish lesbian novel seems complete. However, with the
final stage now provisionally aachieved, Irsih lesbians face other challenges, away from the lit-
erary field alone. It is the role of the authors to record their experiences during those turbulent
times of their fight for equality, and to enter lesbian existence into the canon of Irish literature,
where lesbian desire will be spoken about not only in an open manner, but also with the sense
of an immeasurable pride.
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Abstract:

It has been nearly 30 years since Teresa de Lauretis coined the term “Queer
Theory” in a special edition of Differences: A Journal of Feminist Cultural Studies
(1991). Since then, Queer Theory has evolved and changed, becoming an
interdisciplinary in-vogue “methodology” that questions the subversive and the
different. The social, cultural, and literary landscape of Ireland has also changed
in those 30 years, a country that was once seen as a place where “homosexuality
has occupied an uncomfortable place” (Conrad 2001, 124). This paper will
discuss the literary texts of two Irish-language writers, Michedl o Conghaile
and P4draig Standin, who both reflect these shifts in attitudes in contemporary
modern Ireland. Both writers unpack public and private expressions of identity,
sex, and heteronormativity in their work. Bringing bold new themes to a language
that was once perceived to be linked to nationalism and the Catholic Church,
both O Conghaile and Standiin engage with queer themes in their literary works,
which have largely gone unnoticed by English language critics. This paper will
seek to flesh out how these Irish-language writers spoke to, and for, a community
within a community and for a minority within a minority. Discussing both Sza
Fir (1999; Amongst Men)' and Cion Mnd (1993; A Woman's Love), I will explore
how queer identity has intersected with Irish-language literature and will question
how these texts interact with broader cultural phenomena such as coming out,
queer sex, and heteronormativity.

Keywords: Gaeilge, Gender and Literature, Irish Queer Fiction, Michedl 0]
Conghaile, Péddraig Standin

1. Introduction: Queerying and Queering Irish-Language Identity
and Literature

Eibhear Walshe (1997) posits that literary production,
including the novel, became a tool to assert national difference
between Ireland and England throughout the revival period (late
nineteenth to early twentieth century). A coherent masculine
identity was at the heart of the revival’s aims which Walshe terms
as “masculinist nationalism”. Masculinist nationalism, informed
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by a variety of images and mythology of identities (Nic Dhiarmada 1998), was at the heart of
the revival period. In the past number of decades, however, Irish-language writers have begun
to disrupt this narrative and are now speaking to transgressive, and oftentimes challenging,
themes such as the coming out narrative, queer sex, and non-normative sexual behaviour and
identities. Michedl O Conghaile and Pddraig Standin, two Irish-language writers, both engage
with and chart queer identities and love in two important texts: Sna Fir (O Conghaile 1999)
and Cion Mnd (Standin 1993). While Sna Fir deals with a queer man in his twenties navi-
gating his sexual desires in urban spaces, Cion Mnd deals with two queer women’s blossoming
relationship in rural spaces. Before looking at both texts, I will provide a contextual survey of
how the voice and tone of Irish-language literature changed from a masculinist one during the
revival to a more diverse and complex one in contemporary literary works in the Irish-language.

Literature in Irish was not always so anxious to maintain what I would see as a masculinist
normative identity. Interestingly, the bardic poetry of the sixteenth century was layered with
homoerotic themes and imagery (McKibben 2010). The Early Modern period of Irish (1200-
1650), saw the emergence of eloquent, professional poetry as a form of early modern public
relations. The land of Ireland represented through poetic imagery, was an ongoing motif in this
period. Lacey (2008) points out that male bards were oftentimes seen as symbolically married
to their chieftains. Poetry, as mentioned by McKibben, would serve as a tool to counteract “in
potent terms of emasculation, penetration and dissolution” (2010, 7). This was on the back
of the Act for the English Order, Habit and Language (1537) that sought to create an English
colony of Ireland. Bards were obliged to maintain the link to the Irish political elite through
praising their chieftains as their primary function. This relationship included praise of “the pa-
tron’s undeniable sexual potency [...] an additional proxy for leadership confirming the poet’s
own homoeroticism as merely conventional in an institutionalized structure” (McKibben 2010,
174). Although very much a poetic conceit, the poetry of this era was markedly homoerotic
and conveyed an anxiety about English colonialization.

The Irish cultural revival (beginning in 1884) was noted by Mdirin Nic Eoin as one of
the most important intellectual movements in Ireland (1982, 25). What the revival sought to
deliver and promote was the idealisation of Irish identity through a cultural tradition in order
to set itself against British cultural identities (Woods 1998, 42). This was achieved through
the promotion of the Irish language, the arts, sport, and political movements. The trajectory
of the liberalisation and contemporising of Irish-language literature can be traced back to the
late nineteenth and twentieth centuries. In “Queer Treasons: Homosexuality and Irish Iden-
tity”, Kathryn Conrad (2001) explores the manner in which non-normative historical figures
were handled in Irish history. Looking at Oscar Wilde, Roger Casement, Eva Gore-Booth, and
Kate O’Brien, Conrad dissects the social and political history of Ireland under the spectrum of
non-normative identity and the manner in which they were treated with disdain by a Catholic
Nationalist Ireland. Until recently, queer history was often ignored in various social historical
accounts of Ireland (Lacey 2008, 6). The development of queer sexuality and social movements
in Irish history is a complex one; from a supressed homosexual subpopulation to the emergence
of a significant trans rights movement. Non-normative sexuality, and any transgressors, were
treated with a disdain which stemmed largely from various inherited colonial laws or from
Catholic dogma (Ferriter 2009, 6).

The 1937 Irish Constitution saw the family unit being immediately positioned as an
important institution and was enshrined as a legally protected entity which would create a
coherency of normative lives and solidify gender roles for the new Irish Republic (Conrad
2001). From the foundation of the state, nationalism and conservative political and religious
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beliefs went hand in hand. Any outward threat to the family unit was marked with anxiety
and resistance. Homosexuality was seen as a foreign import, or as something which came
“from foreign hands” (Lacey, 2008). Homosexuality was not seen as a native or normal state of
being or identity. Ireland, as a nation, strived to build a puritanical society, in order to remain
safe from homosexuality. Homosexuality was categorised neatly as either a crime, a disease, or
as a sin (Aldrich, Wotherspoon 2001[2000], 9). However, a more pluralist, inclusive society
emerged from this era, which saw Irish attitudes and policies change having been influenced
by international events and contexts (see Rose 1994 [1993], 10). The Stonewall Riots of 1969
in New York inspired the establishment of gay and lesbian organisations and movements in
Ireland, which in turn championed the creation of a more socially inclusive, pluralist Irish
society through the decriminalisation of sexual activity between males in 1993 (Bowyer 2010,
57), and the successful marriage equality referendum in 2015.

Through centuries of the British colonisation of Ireland, the Irish-language has indeed
recognised homosexuality and queer identities as real phenomenon. De Briin (2017), discuss-
ing an essay by Nicholas Williams published in the 1970s, explains that homosexuality was
rarely mentioned in the literature of the language. However, in Daith{ O Luineachdin’s (1997)
dictionary of sexuality, the writer lists several native words for non-normative sexual identi-
ties, including cigire ténach (bottom inspector), buachaill baitin (batty boy), and Muireann i
mbriste (a woman called Muireann in trousers). While the terms appear to be derogatory, they
prove that non-normative sexuality was indeed an acknowledged and known phenomenon.
Attempts at linking the Irish-language with a queer urban community was seen in the early
nineties with the establishment of GAA (Gaeilgeoiri Aontaithe Aeracha / United Gay Irish
Speakers). Woods (1998), in her anthropological and sociolinguistic study of the group, saw its
establishment as an attempt to overthrow the cultural and ideological hangover of nineteenth
century conservatism in relation to homosexuality. Interestingly, Ohno (2002) describes how
the marrying of queer and Irish-language cultures is a natural one; both communities are
minorities in the country, and both have fought, or are fighting, for community rights. This
contrasts with the views of literary and social commentators such as Ciaran O Coigligh (1993,
24), who suggested that homosexuality as a phenomenon only included 1% of the population
and therefore was “undeserving” of such critical and social attention. However, more recently
we see the establishment of the group Aerach.Aiteach.Gaelach. This group, founded by poet
Ciara Ni E, aims to develop interdisciplinary works that will celebrate Irish language LGBT+
speakers across Ireland.

Much like the social movements detailed above, Irish-language literature has gone on a

“transformative journey’ > (O Siadhail 2010, 145), running parallel with major societal develop-
ments in the Republic of Ireland. Ni Chléirchin (2004) notes how Irish-language poets became
outward-looking due to the INNTI movement. INNTT was a literary magazine founded by a
group of young poets in University College Cork, who began dissecting themes and issues during
the “Year that Rocked the World” (1968) according to O Diushldine (2011, 7). Irish-language
literature has counted queer writers such as Michedl O Conghaile and Cathal O Searcaigh in
its contemporary canon, while others such as Pddraig Standin, Pddraig O Ciobh4in, Nuala N{
Dhomhnaill, spoken-word poet Ciara Ni E, Alex Hijmans, and Proinsias Mac @’ Bhaird have
represented queer love in their literary works through the medium of Irish. This new dawn in
Irish-language literature contrasts greatly with the literature of the twentieth-century revival,
which centred on traditional novels based on perceived normative relationships. Therefore,
this paper will look at two prominent queer novels, both from the 1990s, that seek to reflect
queer Irish-language lives.
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2. Michedl O Conghaile: Queer Eye for the Irish (Language) Guy

Faighimid pictitr gléineach de bheatha inmhednach, de shaol siceach mds maith leat, Ghaeltacht
Chonamara faoi mar atd s{ i lithair na huaire. Riomhann sé a n-intireachas dainn le stile tiorma. Fadh-
banna a chuid caracthar, ni fadhbanna bochtaineachta nd easpa airgid iad (cé nach maiff nach bhfuil a
leithéid ann), ach fadhbanna pearsanta siorai an duine — amhras agus botiinacht agus féinaithne agus

féinmheas [...]. (Titley 1987, 42)

We get a depiction of internal life, of the psychic life, if you will, of the Conamara Gaeltacht as it
is today. He discusses the parochial with clear intent. With regards to his characters’ problems, they are
not ones of poverty or a lack of money (though they are indeed there), but the personal problems of the
person — the doubt and the awkwardness of self-awareness and self-respect [...].

Michedl O Conghaile, one of the Irish-language’s most well-known and prolific contempo-
rary writers, was born on the now abandoned Gaeltacht (Irish-Speaking) island of InisTreabhair
in County Galway in 1962. Now recognised for his experimental expressions of queer experience
in his literary works, O Conghaile displayed an interest in writing and literature from a young
age (O Siadhail 2005, 55). Literature provided O Conghaile with a much-needed release from
island life that allowed him to explore and feed his imagination (Mac Con Iomaire 2000, 31)
As O Conghaile began to write, he made the decision to write through the medium of Irish. As
a native speaker of Irish, O Conghaile felt that this would be a natural direction for his work.
O Conghaile later founded Clé Iar-Chonnachtin in 1985. This is now Ireland’s largest private
Irish-language publishing house (O Siadhail 2010, 147). O Conghaile wanted to support the
development of Irish-language literature and to offer a platform for less well-known writers who
were writing through the medium of the language (Bord na Gaeilge 1990, 4). As both publisher
and writer, O Conghaile saw the development of contemporary Irish-language literature which
dealt with new and exciting thematic explorations, that challenged conservative assumptions
others made about the language (e} Conghaile 2003, 229).

O Conghaile’s publishing company gave both academic scholars and creative writers the
opportunity to publish their works for both international and national audiences. His own
creative and academic work sees the development of his craft and his coming of age as a writer.
His first collection of short stories, Mac an tSagairt (The Priests Son), published in 1986, dealt
with a variety of societal issues, including suicide, abortion, and separation. The short story as a
literary genre was envisaged by Pidraig Mac Piarais to be the most appropriate form of creative
expression for the Irish-language[,] as it mirrored traditional storytelling (Ni Dhonnchadha
1981, 51). Mac an tSagairt was celebrated for its rich handling of themes and its self-confident
and realised style (Ni Dhonnchadha 1987, 28). O Conghaile then went on to publish a col-
lection of traditional Irish songs in his 1986 Croch Suas E! (Sing up!), as well as a collection of
poetry in Combri Cailli (The Hags Conversation) in 1987, a medium that the writer has since
abandoned. His undergraduate training in history gave him the skill set to undertake a study
of the social history and cultural links between Conamara and the Aran islands in 1988. His
short story collection An Fear a Phléasc (The Man that Exploded) gained a great deal of critical
attention. Breathnach and Ni Neachtain (2010, 65) note that the seeds of this text were well and
truly planted in Mac an tSagairt and that these seeds come to fruition in this effort. Throughout
this collection, the writer creates in some of his stories a queer and often surreal world where
he unearths gay cruising, gay rape, and the coming out narrative. Here we encounter a brave
new voice in Irish-language literature. O Conghaile then went on to what could be assumed to
be a companion collection in 2003 with An Fear nach nDéanann Gdire (1The Man that Doesn’t
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Laugh), which similarly addresses themes ranging from anonymous gay sex to issues surrounding
mental health. Other efforts include the 2001 novella Seachrin Jeaic Shedin Johnny (Jeaic Shedin
Johnnys Wanderings), which deals with an elderly traditional singer falling in love with a young
song collector. With that, O Conghaile then went on to write three plays Ciiigear Chonamara
(The Conamara Five 2003), Jude (2007), and Go d1aga do Riocht (Thy Kingdom Come 2009).
His three plays deal with various themes including cross-dressing, coming out, and parental
control. More recently, O Conghaile has refocused his attention on the short story with the
publication of Diabhlaiocht Dé (God’s Devilment) in 2015 and has returned to the novella in
Sa Teach seo Anocht (20195 In this House Tonight).

However, this paper secks to consider how O Conghaile has disrupted the Irish literary
canon through concentrating on queer themes and motifs in his writings. Mdirin Nic Eoin has
described O Conghaile’s style as both distinctive and recognisable (2005, 363) as he engages
with thematic content not regularly seen in the Irish-language literary canon until recent times.
o Conghaile fleshes out some of his most noteworthy themes in his award-winning novel
Sna Fir. O Siadhail (2010) has described the text as a queer Bildungsroman of Irish-language
literature. This paper will focus primarily on Sna Fir and how O Conghaile disrupts the status
quo in relation to sex and sexuality throughout the text.

3. Pidraig Standiin: The Renegade Priest

Scribhneoir é an Standdnach nach leasc leis an rud atd ar intinn aige a r4 go poibli. Dearbhaionn sé
go bhfuil s¢ de dhualgas air é seo a dhéanamh fad is a bhionn an t-inspreagadh beo ann. (O hEanachin
1991, 6)

Standun is a writer that doesn’t regret saying what is on his mind publicly. He confirms that it his
is responsibility as long as the motivation is still alive within him.

Padraig Standun is both a novelist and Catholic priest who writes provocatively on con-
temporary issues, which include queer themes, in his work. Born in Castlebar, Co. Mayo in
1946, Standin has become one of the most prolific novelists in contemporary Irish-language
writing. His play Uisce ina Fhiona (Water into Wine) was shortlisted by O Conghaile’s Cl6
lar-Chonnacht’s literary awards, and an English language film based on his novel S#i/ le Breith
(translated by the author as Lovers 1983) was produced as Budawanny (1987). Standun has
spent time as a parish priest in various Gaeltachtai over the years including in An Cheathrd
Rua, in Inis Medin, and in Inis Oirr. He took leave from his religious vocation in 1990, in order
to focus on his writing. Standtn has led what some might argue is a non-normative life, living
with a woman and even helping with the rearing of his partner’s children (O Muiri 1992, 28).
He says “I had a life unlike many priests, in so far as I was a husband in every way but on paper
and a father to a daughter who came into my life as a young gitl [...]” (ibidem), Therefore, it
is clear that Standun is happy to push through the strict religious parameters laid down by the
Catholic church and has been nicknamed Sagart an Ghri (Priest of Love) (ibidem).

In the account of his years as a parish priest, discussed by O Muirf (ibidem), writing and
his ministry are the most important things in Standun’s life. The intellectual cradle of Standin’s
work has been said to be firmly rooted in St. Patrick’s College, Maynooth where Standtn trained
as a priest (O Ceallaigh 1998, 340). His ability in discussing sensitive, and often controver-
sial, themes could be seen as an attempt to destabilise the national narrative (O Conchubhair
2005). Standan’s first novel, Sl le Breith, was described by O Siadhail as “the story of Fr. Tom
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Connor and his pregnant lover and housekeeper, Marion Warde, against a backdrop of a rural
community struggling to survive” (2010, 146). In A.D. 2016 (1988) Standin again uses the
voice of a priest who is on pilgrimage to Dublin during the centenary of the 1916 rising, seen
in Suil le Breith (1983). Ciocras (Eagerness 1991) again used a priest as a main character and
questioned the dogma of celibacy. An tAinmhi (The Anvy 1992), saw a shift in Standun’s style
to include the supernatural, depicted as a crude animal terrorising the local community. In
1993, Na hAntraipeologicals (The Anthropologists), looked at how Gaeltacht communities are
subjected to outside academic study and how this affects the community. However, in the same
year Standdn published Cion Mnd (A Woman’s Love), which O Siadhail describes as a novel
where “the lesbian relationship between the fictional Chief Executive of Udaris na Gaeltachta,
the state’s agency for Gaeltacht industrial and community development, and her housekeeper,
while also exploring issues of local politics, spousal abuse and community rights” (2010, 147).

Since the publication of Cion Mnd, Standin has written six other novels dealing with
various themes relating to religion, sex and sexuality, and contemporary Irish life. However,
no other novel in Standiin’s body of work deals so directly with queer love and the themes that
surround it. Although there has been some critical attention for the book, particularly by O
Siadhail (2010), a queer reading of the text has yet to be undertaken.

4. Coming Out: Compulsive Confession and Foucault

The coming out narrative is seen in both literature and society as an empowering but often-
times dangerous disclosure. Davies (1992) in “The Role of Disclosure in Coming Out Among
Gay Men”, explains the importance of coming out by giving language to identity and desire.
Coming out sees queer people moving “out” from the privacy of the closet. Foucault theorizes
how sexuality and sexual acts are often compulsively confessed and are, in this way, “outted”
(1978, 59). We confess our crimes, our sins, our thoughts, and our desires routinely through
narrative-building in both life and art. Culturally, this form of confession, and compulsion to
confess, is rooted largely in the relief of outing oneself. This particular desire, or compulsion,
is “ingrained in us” (60; emphasis added). Confession has played a major role in the history
of sexuality, and it is the sexual act and the “thoughts that recapitulated it, the obsessions that
accompanied it, the images, desires, modulations, and quality of pleasure that animated it”
(63) that reinforces shame of identity. This form of compulsive confession is seen in how queer
people are policed by external forces (doctors, teachers, priests etc.). Both Michedl O Conghaile
and Péddraig Standun, in Sna Fir and Cion Mnd respectively, deal with the coming out narrative
in starkly different ways.

Sna Fir follows the coming of age of John Paul Mac Donncha, a young man from the
Conamara Gaeltacht. O Siadhail notes that O Conghaile’s novel captures the “experiences of a
range of situations, from casual nocturnal sexual encounters in the Phoenix Park [...] to Dub-
lin’s gay bar and private club scene; the queer community in London; [and] his first long-term
homosexual relationship” (2010, 149). John Paul’s sexual and emotional encounters with the
queer community in Dublin and London rehearses the ongoing coming out narrative in queer
people’s lives. Coming out is not shown as a singular event in O Conghaile’s novel, but as an
ongoing process. The protagonist not only comes out to each man he has a sexual encounter
with, but also repeatedly to himself. Interestingly, in one such sexual encounter in Dublin’s
Phoenix Park, John Paul meets with Sedn, a young man who relies on John Paul to guide him
through his first experience of cruising. However, Sedn’s nervousness and anxiety over whether
or not God is angry with them because of their behaviour is clear from the outset. John Paul and
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Sedn’s encounter shows the need to identify and recognise humanity in the queer world. John
Paul’s befriending of Sedn for guidance over the sexually-charged atmosphere of the public space
shows how the coming out narrative is never a linear process, but always an ongoing outing of
oneself, even in anonymous spaces like the public park.

Cion Mnd handles the coming out differently, while representing queer women in stark
terms for the first time in Irish-language literature. Interestingly, Standin’s novel was pub-
lished the same year as the decriminalization of male homosexuality in Ireland, reflecting the
changing national discourse in relation to sexuality and identity in contemporary Ireland. The
coming out narrative is displayed in the relationship between Therese, the CEO of Udards na
Gaeltachta, and her home-help, Bridie. Early on in the text, we begin to understand Therese as
a hard-working and no-nonsense character, leading to her nickname 7hatch (echoing Margaret
Thatcher). Unlike John Paul and Sedn in Sna Fir, Therese and Bridie’s relationship is mainly
rooted in private spaces, behind closed doors, and is not as sexually-charged. Bridie, upon
leaving with her young son Caomhdn an abusive relationship, finds refuge in Therese’s employ
in the Gaeltacht. Both characters slowly begin to develop a deep (at first) platonic relationship,
which is initiated when a vulnerable Bridie explains to Therese what had happened to her in
England. The theme of coming out slowly comes to a head throughout the text, as Bridie first
refuses her identification as a queer woman, only eventually to feel empowered and embrace
her attraction to Therese:

Is maith liom thi. T4 td go maith dom, do Chaomhdn. Ach nf leispiach mise. Nil aon chlaonadh
mar sin ionam. Is maith liom fir, ¢é go mbionn an ghrdin agam orthu mar gheall ar rudai a tharla, m4
thuigeann td mé [...] Is maith liomsa fir freisin. Nil a fhios agam céard is leispiach ann. T4 a thios agam
céard a chiallaionn sé, ar ndéigh. Ach nf airfm aon chlaonadh faoi leith i dtreo na mban seachas na fir.
Ach is fearr liom thusa nd duine ar bith ar an saol. (Standdn 1993, 128)

I like you. You are good for me, for Caomhdn. But 'm not a lesbian. I don’t have that inclination
in me. I like men, although I sometimes hate them for things that have happened, if you understand
me [...] I like men as well. I don’t know what a lesbian is. I know what it means, obviously. But I don’t
feel that inclination towards women instead of men. But I prefer you than anyone else in this world.

The confession of queer identities and desires in O Conghaile’s and Standtn’s work is
depicted throughout both texts. While sexual desires and non-normative secrets are something
that the queer character has “written immodestly on his face and body because it was a secret
that always gave itself away” (Foucault 1978, 43), it is through the coming out narrative that
queer people find their voices. The characters coming out to themselves, or coming out to their
communities, are important parts of the queer narrative depicted in both texts. The compulsion
to come out and to confess consolidates and confirms queer identity in both novels. While the
emotional response of the coming out narrative is handled differently in each text, it is clear
that coming out is an important part of making sense of the queer experience. Queer sexual
experience, however, experienced in both public and private settings, is explored in both novels.
While the coming out narrative is inextricably linked to that of sexual acts, both authors deal
with queer themes in bold new ways.

5. Inside Out: Sex in Public and Private Spaces

O Conghaile and Standiin depict queer sex in both public and private spaces in both of
these novels. While Sna Fir depicts various public and private sexual encounters that John Paul
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has in Dublin and in London, Cion Mnd depicts sex in terms of abuse, shaming, but eventual
celebration. The contrasting depictions of sex shows how Irish-language literature has engaged
with the spectrum of sexual experience. In Backward Glances: Cruising the Queer Streets of New
York and London, Turner (2003) notes how queer communities have frequently been silenced.
The narratives of queer communities, whether sexual or otherwise, are an important part of
community-building. Warner and Berlant say that “sex is everywhere present” (1998, 546), and
this social ubiquity is seen in the works of both writers dealt with in this essay. However, each
novel depicts sexual encounters in different ways with diverse emotional backdrops in both Sna
Fir and Cion Mnd. These encounters offer representation(s) of queer people in Irish-language
literature. Its place in its canon allow us to problematise and question ideas around sexuality,
gender, and power more broadly in both Irish-language and general Irish studies.

In O Conghaile’s Sna Fir, we see various representations of public sexual encounters
(namely anonymous sex in cruising areas) throughout the text. Hammers, describes the aim of
cruising as an act which has the “intent, mobility, possession of the gaze” (2008, 56). John Paul
frequents public parks and cemeteries in search of sexual gratification. This leads to him being
insulted and jeered by a group of teenagers outside the Phoenix Park’s gates who say “Another
one of them. Queer as fuck [...] Definitely, see the bent cut of him [...] Going off now to get himself
queered”’ (o) Conghaile 1999 121). In the safety of the dark park John Paul can find sexual
relief with other men in public spaces. O Conghaile, however, goes on to include a reference
to the gay sauna scene in Dublin when John Paul visits Club 99. We see that John Paul often
struggles with his identity as a queer man from Conamara and this acts as an undercurrent in
the character’s motives. The anonymity of the city, however, affords him the opportunity to
carve out queer experiences in these sexually-charged spaces which would be accessible in his
Gaeltacht hometown. De Brin in “History Repeatmg Itself: Men, Masculinities, and ‘His Story’
in the Fiction of Michedl O Conghaile”, notes that O Conghaile’s overarching theme that he
frequently returns to is of the forbidden (2017, 22). In Club 99, he wonders how anyone would
know that he isn’t from Dublin, that he wasn’t born and raised in Dublin. Through befriending
J6, an older man he meets in the park, John Paul is able to find the sauna in order to have sex.
Once there he uses a fake name in order to protect his identity, even in this anonymous place
for sexual gratification. The sauna, however, brings the queer community together: “saibhir is
an daibhir an bocht is an nocht” (“wealthy or poor, poor or naked”) (o) Conghaile 1999, 63).
John Paul then embodies a sense of anonymity, that he is no longer from Ceathrt na gCloch,
that by being naked and by using a false name and surname, that he is now part of the com-
munity, he is now part of a queer community:

An ghal theasa bhrothallach [...] a théann siar i mo bhéal le gach andil fhliuch the. Braithim coirp
gan aithint im ghaobhar amhaill is d4 mbeinn i marbhlann. Tosaionn siad ansin ag sndmh timpeall orm
mar a bheadh ag eitilt thart go héadrom citin taibhsitil. Mar a bheadh ag gluaiseacht go han-mbhall
chuile thaobh faoi phuicini. Samhna sa duibheagdn, cheapfd. (67)

The hot sultry steam [...] that hits the back of my throat with each hot wet breath. I feel a body
I don’t recognise near me as if I was in a morgue. They start to swim around mem flying softly, gently,
ghostly. As if they were slow moving ghosts. Sauna in the abyss, you could reckon.

While public sex is also discussed at length in Cion Mnd, Standin approaches the topic
from a different perspective. John, Bridie’s abusive husband, visits a pornographic cinema
after his release from prison for battery. Describing John’s masturbation in the cinema shows
us how Standin depicts sexuality in public spheres. However, it is his handling of queer sex
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that underscores the importance of this novel. While one could argue that Bridie and Ther-
ese’s relationship is a by-product of the volatile relationship Bridie has with John, it is clear
that Bridie is queer but unable to identify with lesbianism, let alone understand it. Their first
sexual contact, after drinking on Christmas Eve, is a source of anxiety for Bridie. Therese’s
initial kiss, while the pair waltzed to Perry Como, was returned by Bridie. Interestingly, it was
Bridie who took Therese by the hand and brought her to bed. Standin, however, unlike O
Conghaile’s use of detailed and colourful language to bring sexual acts to life, does not describe
in detail the couple’s first sexual encounter. Cion Mnd’s handling of the sexual encounter is
de-sexualised and seen as a key moment of intimacy and romantic love in the novel. We see
Standiin portraying the couple going to bed together. The “silencing” of lesbian sexuality is
noteworthy, as it shows how Standun’s efforts lack realism compared to those of O Conghaile.
Bridie eventually begins to regret their sexual encounter and takes away from it by saying that
it was “an t-aonchaoi a bhfuil mise in annmoghrd a thaispedint” (Standtin 1993, 127; “the
only way I can show my love”). Bridie’s ongoing relationship with Therese would suggest that
there is more at play than imbedded homophobia:

Feileann an saol seo do ch’aon duine againn. T4 mise in ann Caomhdn a thdgdil in 4it atd compdir-
teach. T4 tusa mar chinedl mdthar aige chomh maith. Bhi triobléidi againn araon le fir. Ach ni hin le rd
gur leispiach mise. (Ibidem)

This life (set-up) suits everyone. I can raise Caomhdn in comfortable place. You are like a mother
to him as well. We both have had troubles with men. But that is not to say that 'm a lesbian.

Queer sex, therefore, is represented in two starkly competing ways in each novel. While O
Conghaile examines the bodily desires of John Paul in a hormonal and charged way, Standdn’s
characters come with more baggage. In the lesbian relationship of Therese and Bridie, there is
a lack of urgency to their sexual needs, which contrasts greatly with John Paul’s relationships
with other men. The ongoing struggle to carve out one’s place in society — that of being queer
and Irish — is underscored by multiple examples of heteronormativity in both novels. The
pervasive and all-encompassing pressure of heteronormativity steers the desires, motives, and
language of both texts throughout.

6. Heteronorms and Heternormativity

While heteronormativity, and heteronorms more generally, have been frequently discussed
in literary and cultural discourses in Irish Studies, the phenomenon has rarely been analysed in
the context of Irish-language literature. Warner (2000 [1999]) discusses normality and norms
as a way to blend in, or as a way to avoid “visible difference” from the status quo. Both he
and Berlant in “Sex in Public” (1998) define heteronormativity as the institutions of intimacy,
where heterosexuality is ideologically regarded as natural and privileged in society. Heteronor-
mativity, as a socially constructed phenomenon, is arranged as a means of protecting privilege.
Heterosexuality, however, is seen as coherent, and oftentimes compulsory in society (see Rich’s
1980 “Compulsory Heterosexuality and Lesbian Existence”). Heteronormativity, therefore, is
seen as a power that controls social norms and the coherency of gender, sexuality, and desire.
In both Sna Fir and Cion Mnd, heteronormativity and heteronorms influence the motives and
decisions of their characters.

In Sna Fir, John Paul moved from the confines of his rural home in the Conamara Gaeltacht
to Dublin, in order to fully experience queer life and to flee the confines of heteronormativity



72 SEAN MACRISTEAIRD

in rural spaces. While at university, he wishes he could undertake research on homosexual love
in Irish-language literature, even mentioning Pddraig Standin as a possible case study. He sees
that there is a sense of loneliness in Irish-language literature and studies more generally. He
expresses this when he says “C4 bhfuil fdil agamsa i litriocht na Gaeilge ar bheirt thear agus
iad ag spallaiocht le chéile ag térramh né oiche airnedin [...] ag titim i ngrd lena chéile agus
ag gdire go hard” (e} Conghaile 1999, 84; “Where can I find in Irish-language literature two
men flirting with each other at a wake or at a night of storytelling ... falling in love with each
other and laughing aloud”). He recognises how queer love isn't represented in Irish-language
literature or in his home community of Ceathrti na gCloch. It is in Dublin, however, that John
Paul is able to overcome the heteronormativity of Ceathr na gCloch and to experience queer
sex and love properly. Furthermore, the heteronormativity of John Paul’s family is also empha-
sised time and again at the beginning of the novel, setting the scene for his escape to Dublin.
John Paul’s younger brothers, Oisin and Jason, for example, presume that John Paul’s trips to
Dublin are to see a girlfriend. These assumptions eventually motivate John Paul to “imeacht
liom as an nGoddamn place seo” (25; “to take myself out of this Goddamn place”). The urban
space of Dublin gives him the necessary anonymity to overcome heteronormativity. John Paul
is seen as a sexual exile in Dublin’s fair city, a space where he can fully experience his sexuality.
It is John Paul’s exile that shows how heteronormativity controls and influences queer lives,
where escaping is the only means to survive.

Standan’s Cion Mnd deals with heteronormativity in the context of family. While Therese
and Bridie’s relationship is the central theme of the text, the cause and nature of homosexuality
and being queer is questioned throughout. Therese, while explaining her lesbianism to Bridie,
describes the sexual abuse she encountered as a child at the hands of her father. She describes how
Wednesdays were particularly challenging, as her mother would be at bingo. She remembers how
unwell she would feel due to her father’s abuse, reflecting on her First Communion day (Standin
1993, 58). This troubling account of abuse is used to explain her sexual orientation, underpinned
by the desire to be normal. Through this very “unnormal” sexual behaviour, Therese rejects heter-
onormativity. She goes on to explain that sexuality and sex were never discussed in her family, and
that without her sisters she would have believed her first period was the result of her father’s abuse
“gurgortd a bhaindiom” (47; “that it was an injury”). This contrasts with Bridie, who rejects her
queerness for much of the novel and blatantly accepts heteronorms in dialogue with Therese. She
is clearly anxious that their blossoming relationship would have a negative effect on Caomhdn, as
he would be raised outside of the coherency of heteronormativity. This contrasts with Therese’s
view on queer men but also underscore her ideas on toxic masculinity more generally:

M4 iompaionn féin, cén dochar? Bionn formhér acu an-mhuinte agus béasach le mn4d. Ni thuigim
féin cén mhaith a dhéanann an iomarca feartilachta, an t-iomhd macho sin a bhionn ag fir. Ceapann
roinnt mhaith acu nach fir ar bith iad muna dtugann siad corrleidhce do bhean agus do ghastir, né go

deimhin d’fhear eile. (90)

If he changes, what harm? Most of them are very mannerly and polite to women. I dont understand
what good too much masculinity, and the macho image has for men. Some of them don't think you're a
man unless you give the odd slap to a woman and to a child, or, indeed, to another man.

Heteronormativity is time and again highlighted as an important theme in both Sna
Fir and Cion Mnd. While both texts deal with varying levels and experiences of heteronorms
and heteronormativity, they also highlight the pervasiveness of the phenomenon. Warner and
Berlant have posited that “to be against heteronormativity is not to be against norms” (1998,
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557). This is seen quite clearly in both texts. While the primary characters transgress and try to
move beyond heteronormativity, they recognise the power it has on them as queer individual.
Their sexual transgressions, however, stand out in Irish-language literature as themes that are
not often drawn upon in the canon.

7. Conclusion

Irish-language literature has been associated regularly with nationalism and with the ideal-
isation of traditional Irish cultural identity However, it is clear that transgressive queer themes
have been discussed and portrayed in various Irish-language texts since the nineties and beyond
mcludmg Cathal O Searcaigh’s Teach an Gheafia (2018), which deals similarly with queer love
in Irish-language literature. Coupled with the ongoing liberalisation of attitudes around sex
and sexuality in Ireland, we have also seen the emergence of outward- lookmg contemporary
Irish-language writers. O Conghaile and Standin both tackle queer narratives in varying ways
and excavate the coming out narrative, queer sex, and heteronorms and heteronormativity in
distinctive ways. While Standtn’s portrayal of lesbian love in Cion Mnd is often troubling, this
was the first time lesbian love had been depicted in such a way through the medium of Irish
(Ui Anluain 1997, 23). Although other critics such as O Coigligh (1993, 25) note that it is

“personal difficulties” that lead both characters to transgress heteronormativity, the text could
be seen as a predecessor to O Conghaile’s Sna Fir, where queer love is celebrated further as

“arscéal mér homaighnéasach na hEireann” (Breathnach, Ni Neachtain 2010, 68; “Ireland’s
big gay novel”). Both texts, however, deal with queer themes in Irish-language contexts, paving
the way for other writers to further develop and reflect on this theme in future texts.
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In January 1988, Margot Farnham, a researcher for the
Hall-Carpenter Archives, interviewed several lesbians and gay
men living in London capturing on tape their experiences
growing up queer and how their lives had changed. Amongst
those interviewed was Glenn McKee, a thirty-year-old from
Downpatrick who had arrived in London in 1976 as a student
(Farnham, Marshall 1989)'. “I wanted to come to London”,
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“they couldn’t cope”. Going to clubs and bars was worse, “you
could see rejection on everyone’s face”. It was a trip to Dublin
in 1978 which shook McKee from his anxiety. Meeting other
Irish people, who were themselves gay and lesbian, prompted

U'The interview is contained in Farnham, Marshall (1989, 189-203). The
original recording is held at the British Library, Hall-Carpenter Oral History
Archive, C456/58.
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him to rethink his life. “At the end of finals”, he thought, “do [I] want to come back to North-
ern Ireland and go into the closet forever?. He answered himself in the negative and resolved
not only to come out of the closet more forcefully, but never again to go back in” (192-193).

McKee’s resolution led him to join the fledgling Gay’s the Word bookshop in 1980, to join
the Irish Gays in London (IGIL) group after its formation in 1981, the gay befriending group
Icebreakers, and to participate in the national gay conferences in the Republic of Ireland in
the early 1980s*. He also wrote (McKee 1979) for the Gay Left journal produced by the Lon-
don-based Marxist-liberationist Gay Left Collective between 1975 and 1980. These activities,
McKee reflected, not only gave him the gay friends for which he had yearned, they also taught
him that Irish groups in the LGBT civil rights movement were, at the time, in his view (Farn-
ham , Marshall 1989), “much more internationalist than British groups” such as the Campaign
for Homosexual Equality (CHE). Members of IGIL certainly took a strong interest in what
was going on in Northern Ireland: in 1981, together with the banner of the gay community in
Brixton, the group’s banner was carried on a Troops Out march through the centre of Belfast,
and there were regular exchange and information meetings with activists from the principal
Irish and Northern Irish LGBT civil rights groups including the Northern Ireland Gay Rights
Association (NIGRA), the Irish Gay Rights Movement, and the National Gay Federation (since
2014 the National LGBT Federation)?.

One of those Glenn McKee would have met, through his work at Gay’s the Word and
involvement in IGIL and Icebreakers, was Derry-born Patrick ‘Paud’ Hegarty (1955-2000).
Having initially arrived in London as a zoology student at University College (UCL), Hegarty
soon involved himself in the gay community in Brixton (including its short-lived radical news-
letter Gay Noise), Icebreakers, IGIL, and joined Gay’s the Word as a staff member in 1983*.
During the 1984-1985 miners’ strike, Hegarty provided space at the bookshop for meetings
of Lesbians and Gays Support the Miners (LGSM), led by another Northern Irishman, Mark
Ashton (1960-1987) of Portrush, and insisted on the right of that group’s members to make
bucket collections on the pavement outside the shop window. As one member, Colin Clews,
recalled “the police had other ideas. Clearly unimpressed by a bunch of leftie poofs collecting for
those subversive miners, they regularly threatened us with arrest if we didn’t stop” (Clews 2017,
121). To avoid arrest, LGSM members would take refuge in the bookshop until the police had
passed. Hegarty was himself no stranger to this dance of disobedience. In September 1980, for
instance, he was one of six men arrested for “insulting behaviour” at a demonstration against
the horror film Cruising starring Al Pacino, which activists alleged contained a homophobic
message. Hegarty had given his male companion, Gareth Thomas, a goodbye kiss’.

On the surface, the meeting of three gay men from different parts of Northern Ireland
in a bookshop in central London in the early 1980s might be described as coincidental and
of modest historical interest. This is not the case. Their meeting points to a little explored but
significant aspect of gay life in Britain and Ireland between the partial decriminalisation of ho-
mosexuality in England and Wales in 1967 and decriminalisation in the Republic of Ireland in

2Both Icebreakers and IGIL met at Gay’s the Word in this period. Some of their activities are discussed in the
pages of the Gay’s the Word Newsletter, which was first published in 1980. A small amount of archival material for
IGIL, deposited by Glenn McKee, is held as part of the Hall-Carpenter Archives at the London School of Economics.

3 Outta Control (1981).

4 After a period of training at the Giovanni’s Room bookstore in Philadelphia (Hermance 2014), Hegarty
became manager of Gay’s the Word in 1985 and remained in post until 1997.

> Gay Noise (1980).
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1993°¢. Namely, the political and organisational role of migrants in the development of LGBT
politics. As has increasingly been recognised by scholars, the LGBT civil rights movements
which developed in Britain and Ireland in the 1960s and 1970s were sympathetic with each
other and worked closely together to achieve their aim of legal reform and sexual equality.
However, given the “methodological nationalism” of British and Irish LGBT historiography,
fields of scholarship which have tended to react primarily to circumstances in their respective
national contexts and in urban settings, the persistence of international and transnational di-
mensions has been neglected’. The present article offers one form of response —a series of linked
biographies of individuals and institutions which emerged out of the gay Irish community in
London in the 1980s.

Thus, at the core of what follows is a study of Mark Ashton, the Northern Irish communist
and gay activist, who came to posthumous public attention following his portrayal by Ben
Schnetzer in the 2014 film, Pride, together with institutional biographies of those organisations
to which he was attached. The stress here is on each individual’s Irishness — and especially a gay
Irishness — as intersected by their experiences as migrants (and in McKee’s case as a disabled
person); as well as on the transnational character of the movements to which the activists were
attached. Although much of the history of LGSM, for example, is now well understood, there
has been far less commentary on its engagement with the Irishness of several of its core mem-
bers — including Mark Aston. What did it mean to LGSM, for example, to hold a St Patrick’s
Day party, as they did at Ashton’s flat in March 19852 What did it mean, also, that many of the
organisations to which members were otherwise attached, including Switchboard and Gay’s the
Word, had similar Irish leanings? And to what extent did the presence of Irish activists in the
LGBT movements in London in the 1980s prompt wider recognition and understanding in the
British LGBT movement of the struggle for equality and civil rights across the island of Ireland?

1. Towards Transnational Queer/LGBT History

Given the alignment of gay history and the revisionist new queer history with national
borders, existing historiography of LGBT experience in Britain and Ireland offers an imperfect
guide to answering these questions. Gay migration has not been a major focus of study, except
insofar as those living in rural and industrial areas moved to urban centres (such as London
and Manchester) as part of a normative coming out process (Houlbrook 2005; Brown 2015;
Brown, Browne 2016). Yet as Tomasz Sikora has rightly suggested, following the work of Andreas
Wimmer and Nina Schiller Glick (2002), the “nationalization” of this past “may inadvertent-
ly risk a reterritorialization of the free transnational flow of queer ideas and may ultimately
contribute to a ‘homonationalization’ of queerness” (Sikora 2014, 2). In the present context,
ideas may be supplemented by people. The geographer Jon Binnie has suggested that region
and therefore regionality can offer a counterweight to the national and to the metropolitan, by
drawing “critical attention to important geographic differences in gender and sexual politics
in regional contexts” (2016, 1631). Sympathetic findings can be found in borderlands studies,
wherein the stress lies on the agency of those living in non-metropolitan communities (often
in marginalised circumstances). As I have argued elsewhere (Howell, Leeworthy 2018), those
living on the industrial or, for the periodisation of the present article, post-industrial frontier,

¢ Similar legislation was implemented in Scotland in 1980 and Northern Ireland in 1982.
’Tam grateful to Dr Catherine Baker for pointing me towards “methodological nationalism”. A useful overview
of its application can be found in Chernilo (2011) and Sager (2016).
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for instance, do not automatically absorb metropolitan culture in place of making their own —
that is a “metropolitan fallacy”. Instead there is a compromise: the result is a nuanced synthesis
observable on its own terms without, as Cant (2009) has noted, homogenising the cultural
experience of the borderlands.

There is much to be gained from an engagement with the transnational turn in queer
geography, wherein space and mobility better theorised and considered than in equivalent
historical disciplines. In their work on feminism and transnational LGBTQ politics in Poland,
Jon Binnie and Christian Klesse (2012) utilise the term ‘transnational’ in favour of ‘global’ or
‘international’ since it enables recognition of the fact that “many activists [are] mobile across
national borders and orientate themselves to multiple locations in different states” (2012, 445).
For instance: London and Dublin. As Glenn McKee explained to Margot Farnham, “I think a
lot of Irish people here [in London] want to keep links with back home” (Farnham, Marshall
1989, 194). We may complicate this dual orientation still further, as do Binnie and Klesse, and
as is appropriate when discussing Britain and Ireland in the twentieth century, with the insight
of Jacqui Alexander and Chandra Mohanty (1997) who suggest that genuine transnational
solidarity is possible only in such circumstances as activists reflect on postcolonial power rela-
tions. Such solidarities were (and are) not easily made or sustained, particularly in periods of
social, cultural and political hostility, but represent an important convergence between hostility
towards a racial/ethnic/religious minority and homophobia.

To be Irish in Britain in the 1970s and 1980s, was often to be viewed through a prevailing
lens of suspicion, even if the likelihood of arrest or other personal disruption because of terror-
ism was minimal (Hickman, Walter 1997). Perpetuated by the media, sustained by the general
public, and exacerbated by the Northern Ireland Troubles, this suspicion had its roots in much
older racialised stereotyping of the Catholic ‘Other’ — the counter figure through which British
identity was shaped (Sorohan 2012; MacRaild, 2013, Dawson, Dover, Hopkins 2017). And had
been, as Linda Colley has famously argued, since the eighteenth century (1992). Thus for gay
migrants from the island of Ireland, the question became an existential dilemma of whether to
be a gay person in Ireland, when male homosexuality was still illegal, or be an Irish person in
Britain. Such dilemmas have not been limited to the Anglo-Irish experience, of course. With-
out overstating the equation — given the specific othering of Muslims across the West since the
9/11 attacks in 2001 — there is a parallel in contemporary Islamophobic discourse which tends
to construct Muslims as sexist and homophobic. In the ideological and discursive margins of
a discourse of assimilation versus integration, gay Muslims face the dilemma of becoming, as
Fatima El-Tayeb and others have discussed, “gays who cannot be properly gay” (Perez qtd. in
El-Tayeb 2011, 88; El-Tayeb 2012; Baker 2016; Peumans 2017).

To fully appreciate the impact of migration and transnational solidarities on the LGBT
movement in Britain and Ireland — at the local as well as the national level — and the dilemmas
involved for migrants, then, it is necessary to step outside of the traditional national alignment
of LGBT/queer historiography and to focus our attention instead on the world beneath. This
does not necessarily mean abandoning the insights offered either by the politically-orientated
and comparative work of foundational scholars such as Jeffrey Weeks (1977, 2007) or the social
and cultural implications of human sexuality as a kaleidoscope of possibility which is the main
thrust of contemporary queer history as pursued by Matt Houlbrook (2005) and others (Lewis
2013). Indeed, I have argued (Leeworthy 2019) in favour of a synthesis, and see no reason to
set that synthesis aside. Yet, by problematising the nation, either through regionality or through
marginality and migration, we can move beyond the metropolitan fallacy and recognise that
which was common to gay experience regardless of origin and that which introduced a differ-
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ential — be it age, race, gender, ethnicity, language, or religion (the list is by no means intended
to be exhaustive). We can also recognise and reach an understanding of lines of solidarity and
the transnational contexts in which the LGBT civil rights movement developed and operated.
It was, after all, never entirely limited by national borders.

2. Contexts

Until the 1950s, the legal repression of male homosexuality was largely uniform across
Britain and Ireland — with the prevailing legal statutes having been passed by the Westminster
Parliament for the United Kingdom of Great Britain and Ireland in 1861 and 1885. Although
independence in 1922 saw Irish statutes steadily diverge as a result of acts passed by the Oireach-
tas, there was no immediate attempt by any Irish administration to alter the legal proscription
of male homosexuality — for better, or worse — although the Carrigan Committee on morality
had recommended a stiffening of punishments in its 1931 report (Hug 1998). In fact, whereas
the 1935 Criminal Law Amendment Act, the D4il’s legislative response to the Carrigan Com-
mittee’s report, altered the (heterosexual) age of consent from sixteen to seventeen, its primary
focus was on prostitution and the ‘defilement’ of young women (Finnane 2001; Smith 2004).
Much the same situation prevailed in Northern Ireland, where the Northern Irish parliament,
created in 1922 as a result of partition of the island of Ireland, likewise made no attempt to
overturn or revise earlier statutes. It raised the age of consent in Northern Ireland from sixteen
to seventeen in 1950, thereby creating uniformity across the island of Ireland, but a clear
distinction with England and Wales, and Scotland, where the age of consent stood at sixteen®.

The commonalities of proscription across Britain and Ireland began to break down after
the Second World War, most notably with the publication (in the former) of the Wolfenden
report on homosexuality and prostitution in 1957. In response, the first private member’s bill
to decriminalise homosexuality in England and Wales, albeit partially, was presented to the
Westminster parliament in 1960. From the Liberal and Labour benches, there were already
indications that, in the event of the Conservative government losing power, legislation would be
passed which aimed at creating a more permissive society (Jenkins 1959; Bloch 1999). Dissent
from the only Scottish representative on the Wolfenden Committee — James Adair — led to
the exclusion of Scotland from reformist legislation in this period and Westminster generally
did not intervene in Northern Irish affairs until the dissolution of the province’s Parliament
in 1972. This meant that when the Sexual Offences Act was passed in 1967, for the first time
since 1885 proscription of homosexuality differed in England and Wales as compared with
Scotland, Northern Ireland, and the Republic of Ireland. Liberalisation of English law, even on
the relatively modest terms of the 1967 Act, encouraged a gay migrant’s trail from the island
of Ireland to major cities in England — most notably London. As the Northern Irish activist,
and later Ulster Unionist politician, Jeffrey Dudgeon recalled,

Most of the talent was literally on the point of departure, having a little courage to dabble locally
just prior to fleeing to London, where the grass was reputedly greener and certainly more often cropped.

(2008, 139)

81 have adopted, here, language which makes clear the distinction between the jurisdictions of England and
Wales, on the one hand, and Scotland, on the other, rather than to describe them collectively as Britain. This better
reflects the legal distinctions made possible in the late-twentieth century.
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For those who did not leave Ireland, or who were on their way to the boat, Dublin offered
a modest version of London’s burgeoning lesbian and gay nightlife, and had done since the
Victorian period, with pubs such as Bartley Dunne’s and Rice’s, both near St. Stephen’s Green, a
noted cruising area, clearly established as ‘gay friendly’ by the 1950s. It was, wrote the prominent
Irish gay rights campaigner, David Norris, “a notorious haunt of the homosexual demi-monde”
(2012, 79). However, it was not until 1979, with the opening of The Viking, that the Irish cap-
ital had its first openly gay bar’. The George, Dublin’s second gay pub, opened in 1985. Such
landmarks — of place as well as time — illustrated the lingering impress of an older generation on
contemporary attitudes. In other words, the contextual connections between the 1950s and the
1970s are obvious — and were to the those who experienced them at close quarters.

It was a similar story in Belfast, a city with gay nightlife at least as old as that found in Dublin,
which had various cruising spaces dotted around the city centre and the docks, and gay friendly
pubs such as DuBarry’s and the Royal Avenue (Leitch 1965; Dudgeon 2011)'. The outbreak
of the Troubles at the end of the 1960s and the imposition of a curfew in the city centre meant
that owners of pubs, clubs, and hotels took a more relaxed attitude — famously, if somewhat ex-
aggeratedly, the only people likely to be in Belfast city centre at night in this period were British
soldiers and gay men cruising for sex. The curfew also encouraged Belfast’s emerging punk scene,
for instance (Duggan 2010; Duggan 2012). Out of this more relaxed attitude — and economic
need — came the city’s first gay-run venue, the Chariot Rooms, run by Ernie Thompson and Jim
Kempson. It was a similar story of accessibility in other parts of Northern Ireland. By the late-
1970s, Gay News was advertising several hotel bars outside of Belfast known to be ‘gay friendly’
or where the newspaper was itself on sale. These included the Park Tavern, Balmoral Bar, the
Northern Counties Hotel, and the Country Club, all of which were in Portrush; the Bodega in
Portadown; and the Gluepot in Derry''.

Most post-war emigration from the island of Ireland, regardless of sexuality, was prompt-
ed by economic circumstance, of course, but gay men and women also undoubtedly felt the
impact of a repressive system of social silence, antipathy, and state censorship of information
(Ryan-Flood 2015), particularly in the Republic. The steady emergence of sociological study
and memoir in Britain in the 1950s, for example, was met with a wall of censorship. Michael
Schofield’s pioneering research study, Society and the Homosexual (1952), Donald Cory’s 7he
Homosexual Outlook (1953) and Peter Wildeblood’s Against the Law (1955) were all banned,
as was the latter’s sequel A Way of Life (1956). To ensure the complete absence from Ireland of
Wildebood’s memoir, in which he declared that “I am a homosexual” and which was part of
the cultural environment leading to the Wolfenden proposals, the Irish censors also banned
the 1957 paperback edition. Literature, whether from the United States, such as Gore Vidal’s
The City and the Pillar (1949) or James Baldwin’s Giovannis Room (1957), or from Northern
Ireland, notably Maurice Leitch’s 1965 novel, 7he Liberty Lad, with its overt discussion of gay
life in Belfast, was outlawed'?. Film and television were both subject to notable state interven-

?The Irish Gay Rights Movement opened the Phoenix Club on Parnell Square in 1976 which was the first
gay community centre in the Republic of Ireland. It hosted discos, a telephone befriending service (Tel-A-Friend),
and meeting spaces for Dublin’s gay and lesbian community; see Patrick McDonagh 2017.

' Tom Hulme's forthcoming work on the queer history of Belfast in the early part of the twentieth century
will advance our understanding considerably. My thanks to Tom for several discussions on this theme.

"!'This is based on a reading of the ‘gay guide’ published in Gay News from 1972 onwards, venues outside
Belfast begin to be mentioned in 1974.

2T have based the detail in the present paragraph on a reading of the library catalogue of Trinity College
Dublin, which provides annotation where a book was placed on the banned list.
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tion, with local authorities in Northern Ireland often intervening to prevent the showing of
films passed by the film censors in London (Barber 2016).

3. Writing the Gay Dilemma

For young gay Irishmen, then, London may have seemed like nirvana compared with cir-
cumstances at home, but it was by no means a hotspot of liberty and free expression. This duality
of expectation and reality can be understood readily from the contribution to the pamphlet Our
For Ourselves (Boyd 1986) made by the dramatist and poet Colm O Cltbhén (Colm Clifford),
who left Ireland for London in 1973. At first, he wrote, he felt free in London and free to be
openly gay, but he soon encountered prejudice from all sides. Towards the end of 1978, Gay
Left, the magazine of the Gay Left Collective, published an article by the Northern Irish activist
Jeffrey Dudgeon — the first in its pages to deal with Ireland. Adopting a stridently unionist
position, Dudgeon argued that in the North radical feminism (and by extension gay liberation)
was “gaining strength partly as radicalism abandons the dead-end of Republicanism” and that
“direct rule [from London] has been a liberating experience in many ways”. He concluded,
with a knowing nod to circumstances in the Republic, that “rampant nationalism is literally
the death knell for gay liberation” (Dudgeon 1978, 30). It was a controversial statement and
for readers such as O Cldbhdn seemed entirely predicated on the assumption that the perfect
solution for the LGBT community in Ireland was to “re-join the union” (Boyd 1986, 91).

For O Cltbhdn and others of the diaspora living in London, Dudgeon’s overture took
a slightly different turn, evolving into the central dilemma of whether to be a gay_person in
Ireland or an Irish person in England, or to reject the binary entirely. “I was gay”, O Clibhan
wrote, “and Irish society was what I'd spent nineteen years hovering on the edge of [...]. The
idea of having to face all that again was too much” (Boyd 1986, 92). He said much the same to
Out, the Dublin-based gay youth magazine, in 1985: “I can list forever the oppression of Irish
people living in England, yet I cannot live in Ireland” (ibidem). To escape both, O Clibhdn
fled to Barcelona, where he lived for a period before returning to London — he remained there
for the rest of his life. “I linger on”, he reflected of his life in the latter, “because it’s the place
I've learned to survive in” (ibidem). But the tensions which had prompted him to leave and try
his luck in post-Franco Catalonia had little dissipated on his return:

Once the glamour of having more than one bar and gay centre to choose from wears off, there is the
reality of having to survive in a foreign country. And not just any foreign country, but England. (/bidem)

Responding to his situation and keen to explore his gay Irishness, O Clibhén began writing
short stories, poems, and eventually plays (Madden 2018). There were book reviews for Gay
Left, to00, acting in much of the drama presented by the Brixton Faeries (which he had helped
to establish), and close involvement in the filming of Nighthawks — Ron PecK’s landmark 1979
study of gay life in contemporary London (Cook 2014)%. At that time, O Cliibh4n was a ‘stal-
wart’ of the Brixton gay squats in Railton Road, and the scenes which he filmed depicted the
successful pick up of the film’s central character, Jim, a gay teacher played by Ken Robertson.
The two then returned to the squats. As Cook notes, these scenes “represented something more

13'The theatrical work of the Brixton Faeries is documented in the papers of Ian Townson, which are held as
part of the Hall- -Carpenter Archive at the LSE — HCA/TOWNSON. The collection also includes several photo-
graphs of Colm O Clabhan.
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challenging [...] they [the squatters] paid much less attention to passing as straight” (2011,
106). Although cut from the final print of Nighthawks, O Clibhén’s contribution was included
in Peck’s 1991 film, Strip Jack Naked, as a posthumous tribute following the actor’s death from
an AIDS-related illness in 1989. Without the squats, the cultural and political milieu of South
London Gay Liberation would not have been as vibrant or as long-lasting, and without them
it also seems unlikely that O Clibhan would have moved into agit-prop theatre as a means of
expressing his Irishness, his gayness, and his gay Irishness.

The Brixton Faeries, which included another Northern Irish emigré, Terry Stewart, came
together in 1975 with the intention of putting on a piece of agit-prop street theatre at that
year’s Gay Pride festival'®. The performance was titled Mr Punchs Nuclear Family and was a
skit on the classic Punch and Judy puppet shows of the Victorian and Edwardian period. It
ended with the slaughter of the liberally-minded Judy and the couple’s gay son, Sonny, by the
conservative and patriarchal Mr Punch. Other figures in the performance included John Bull
and Britannia — their presence was intended to make an anti-capitalist statement alongside the
commentary about sexism and homophobia. The play was first performed at the Gay Com-
munity Centre in Railton Road. A subsequent, albeit edited performance took place in the
playground of the nearby Effra Parade Primary School. Subsequent plays included Zomorrows
100 Late in 1977, a reply to the banning of Gay News from the newsagent and bookseller W.
H. Smith; Minehead Revisited created in in 1979 in response to the Jeremy Thorpe trial and
the lurid presentations of homosexuality which emerged as a result. The last major production
by the Faeries which O Cldbhdn was involved with was Genzs from 1980, a celebratory look at
the life of gay men which was set in a public lavatory and was intended to explain the reasons
for cruising and cottaging.

Following the dissolution of the Brixton Faeries theatre group in the early 1980s, O Clab-
hdn moved into radical theatre of a different kind signalled most directly in the plays he wrote
for the Irish Gay Theatre Group in the mid-1980s: Friends of Rio Rita’s in 1985 and Reasons for
Staying in 1986". Both starred Jim MacSweeney, who had come to London from Cork in 1982
to study drama. As he explained to the Cork Echo, “I was young, free and single [...] going to
the theatre, dancing, living in bedsit land, squatting in flats”'. In 1989, having got the acting
bug out of his system, MacSweeney began working at Gay’s the Word bookshop, taking over
from Paud Hegarty as manager in 1997. Given their origins, the two plays written for and
performed by the Irish Gay Theatre Group were endowed with a clear sense of queer Irishness
and the dilemmas that being both gay and Irish and an emigrant involved: the latter play in-
cluded a discussion of the Declan Flynn murder in Dublin in 1982, posing the question of, as
Ed Madden notes (quoting from the play script), what it meant to be Irish and gay at that time:

Ask Cormac what happens to queers in that sweet mist-bedecked country where the uileann pipes
cut a note through the lark infested clear air. (2015, 108)

14 Stewart had left Belfast for London in 1975. He was involved in the Troops Out Movement and lived in
the Brixton squats.

15 A third play, 7he Rip in the World, was performed at the Theatre Centre in London, on 7 November 1987.
This, however, was separate from the work for the Irish Gay Theatre Group and dealt with themes of child abuse
and children’s homes; see Norma Cohen 1987, 31. O Clbhan was introduced to the Theatre Centre by Noel Greig
(1944-2009).

16 The Echo (Cork), 24 June 2019.
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The early performances of Reasons for Staying were staged during Irish cultural festivals
such as Feile Na nGael in January 1986 and the event organised by Battersea and Wandsworth
Irish Group at the Battersea Arts Centre in March 1986 before transferring to the famous Oval
House Theatre'.

Perhaps more so than Reasons for Staying, Friends of Rio Ritas, O Clubhan’s first play for
the Irish Theatre Group, had very clear autobiographical elements, and examined the experi-
ences of two men — Finbarr and Mick — who had left Ireland (in part) to escape persecution
for their sexuality but who found their lives in London bound up with the British reaction to
the Troubles and rising anti-Irish hatred'®. As the play’s poster, put it:

Being gay and Irish in London; as gay men we are outside the Irish community and as Irish men what
has the gay sub-culture to offer us? We explore while the unacknowledged war goes on. (O Clibhén 1985)

The title leant on Brendan Behan’s character of the same name from his 1958 play 7he
Hostage, and, O Clibhén explained to Our magazine in 1985, was intended to be an Irish twist
on the gay-identifying, American phrase “friends of Dorothy”. Although there was undoubtedly
a secondary twist: The Oval House had opened as a theatre in April 1930 with a staging of the
musical Rio Rita. In the course of the later play, as Madden (2018) suggests, O Clabh4n invited
audiences to consider which identity was to be the more fundamental: a politicised Irishness
guided by an active response to the Troubles and to racism, or a gay Irishness which seemed
to lack a radical framework. Publicity photographs showed a moustachioed O Clibhén sat
on a bench alongside the fresh-faced MacSweeney, the former reading a copy of the Sinn Fein
weekly newspaper An Phoblacht, the latter a copy of the London LGBT newspaper Capital
Gay. Neither paper seemingly at all aware of the other — the ideal metaphor for the gay Irish
migrant’s dilemma.

4. A Good Gay Defence Organisation

It was into this already well-established, albeit complex and nuanced world of gay liberation,
Irish activism, and gay Irishness, that Mark Ashton stepped on his own arrival in London in
1978. Popular perceptions of Ashton have largely been shaped by the hit film Pride (2014) and
his involvement in the featured activist group Lesbians and Gays Support the Miners (LGSM).
Indeed, he has emerged as a latter-day hero, venerated in memorials across Europe from On-
llwyn to London and Paris. Yet there has been almost no attention given to Ashton’s Irishness
or to his relationship with the gay Irish milieu in 1980s London. The film, in fact, attenuated
Ashton’s links to Northern Ireland, with just one line of dialogue in the script referring to
the character’s origins. This is unfortunate but by no means unexpected, reflecting the easier
transition of many migrants — including Ashton and O Clibhén — into the gay community
than into the diasporic one. Historians have similarly overlooked Ashton’s Irishness, focusing
their attention instead on the convergences between class solidarities, leftist politics (Ashton’s
communism was similarly left out of the film) and the links between the members of LGSM
and women in the South Wales Coalfield (Robinson 2007a; Kelliher 2014; Leeworthy 2016;
Robinson 2019).

'7 The Stage (London), 24 April 1986; for earlier performances see: 7he Stage, 22 August 1985, 28 November
1985.
181n the original staging, Finbarr was played by O Clibhan, Mick by MacSweeney.
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But what ought to be made of Mark Ashton’s Northern Irish background? Born in Old-
ham, near Manchester, in May 1960, Ashton grew up in the small, seaside town of Portrush,
County Antrim. Largely overshadowed by the nearby university town of Coleraine, Portrush
had the typical character of a seaside resort: relatively busy during the summer, quieter during
the winter months when facilities aimed at tourists shut down or shifted to serve the student
population. Yet this was hardly a sleepy provincial community. In fact, students introduced into
the area topics and ideas which would perhaps not otherwise have reached the northern coast
of Ireland in the early 1970s except as newspaper tittle-tattle: not least women’s liberation and
gay liberation. In 1972, students in Coleraine and in Derry, some thirty miles to the south-
west, established branches of the Sexual Liberation Movement (SLM) — the local equivalent
of Belfast’s Gay Liberation Society which had emerged in 1971, or London’s Gay Liberation
Front of October 1970%. In the autumn of 1973, Coleraine hosted Ireland’s first conference
on sexual freedom (McDonagh 2019). And, as noted earlier, towns such as Portrush began to
develop gay-friendly bars by the mid-1970s — as did the city of Derry.

Mark Ashton was, of course, still in school when the conferences and gay rights groups
came into being in the mid-1970s, but they were well-established by the time he began studying
at the Northern Ireland Hotel and Catering College in Coleraine in about 1976. Although it
is not clear the extent to which he was aware of, or, indeed, engaged with the gay civil rights
movement before he left Portrush for London, or whether he was aware of the gay friendly bars
in his home town, but they were there all the same?®. Ashton left Northern Ireland when he was
eighteen, arriving in a London which was seemingly far away from the virulent homophobic of
Ian Paisley’s Save Ulster from Sodomy campaign and from the street thuggery of the Democratic
Unionist Party, which, even after partial decriminalisation of homosexuality in Northern Ireland
in 1982, continue to harass and target gay rights meetings*'. London was far away, too, from
the worst of the violence of the Troubles. But, having grown up in their midst, Ashton could
hardly forget the Troubles or, in his more politically radical phase in the mid-1980s, the impact
of aspects of Northern Irish life that had so marked his childhood, such as hostile policing.
As he put it in the credit sequence of Framed Youth, the pioneering film produced in 1983 by
the London Lesbian and Gay Youth Project, the police were not necessarily what the popular
imagination thought them to be:

I used to be very naive. I used to think, you know, here’s our boys in blue who are coming along
to save us from being mugged in the streets and protect [us] from being burgled. I came down with a
bang very quickly. I realised that the police were not actually your friendly little bobby on the beat, at
all, in fact they were very dangerous people. Frightening people. I am very frightened of the police. Not
because I've done anything wrong, but because they actually convinced me I am doing something wrong
when I know for a fact 'm not.

Such an observation might well be a reflection on the Royal Ulster Constabulary in Northern
Ireland as much as on the Metropolitan Police in London — although neither force is directly named.
Other comments Ashton made on film in this period can similarly be connected, it seems
to me, not only to the convergence between class and sexuality, but also to his Northern Irish

19 Belfast Telegraph, 6 April 1974.

2 One close friend at the time later recalled that “the two of us began the process of coming out, first to each
other, then our friends” (Coleraine Times, 10 September 2014). This pre-dated their mutual departure for London
in 1978.

2! Belfast Telegraph, 3 July 19795 22 October 1983.
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roots*. In Al Out: Dancing in Dulais, the memorial film made in 1985 by members of LGSM
who had previously been involved in the Lesbian and Gay Youth Film Project, Ashton reflected
on the need for a “good defence organisation”:

We've got a gay community, we need a good gay defence organisation — that’s what CHE [the
Campaign for Homosexual Equality] should be. The miners and workers in general need defence or-
ganisations, and that’s what unions are. And what this strike is about, is about smashing those defence
organisations and smashing their unions. And I'm not going to stand up for that because you start on
that and there’s no stopping it.

Although it was unsaid, here, at least, Ashton undoubtedly had a variation of this statement
involving the Troubles — in fact, one of the various subgroups within the Communist Party
of Great Britain in the mid-1980s, which was somewhat hostile to Ashton’s Eurocommunist
politics, recorded him as having been “thoroughly contemptuous of [an] anti-republican stance
and opposition to the armed struggle”®. It is equally possible that Ashton’s position on the
Northern Ireland question shaped LGSM’s response as a whole. Early in its existence, LGSM
received a letter from the Northern Ireland Gay Rights Association (NIGRA) asking to affiliate
and offering an individual membership fee in the name of Tim Bishop?. At the end of Septem-
ber 1984, members of LGSM discussed this request at their fortnightly meeting but ultimately
rejected it on the basis that they were a London support group and that the best mechanism for
NIGRA to support the miners’ strike was through the Irish Congress of Trade Unions (ICTU),
based in Dublin. The membership fee, which NIGRA had already sent, was returned®. What
was perhaps unknown to LGSM at that stage was that the ICTU, and the public sector union
SIPTU, in particular, was itself providing financial support to South Wales — much of SIPTU’s
funding, ironically, went to the Neath, Dulais, and Swansea Valleys Miners” Support Group
just like LGSM’s donations®.

Although affiliation from NIGRA was rebuffed, Irish and Northern Irish members of
LGSM did find themselves connecting their Irishness and their support for the miners all
the same — the group did provide a message of solidarity when the Dublin Lesbian and Gay
Solidarity group was formed just before Christmas 1984 and a warm welcome to visitors from
the group in the spring of 1985”. The Dublin LGBT community’s first act was to send money
to the miners via LGSM. On their trip to Onllwyn in October 1984, LGSM were taken to
various sites including to the nearby village of Banwen, reputed birthplace of the patron saint
of Ireland, St. Patrick. That trip then provided the inspiration for a fundraising event in March
1985: a St. Patrick’s Day meal held at Ashton’s flat in London. The idea had also been his. As
the minutes recorded, “Mark suggested a St Patrick’s Day lunch for the miners (said saint being
born in Dulais valley!)”?. A céile was subsequently added to the proceedings. The surviving

22 Note, for instance, his attempts to build links between the Communist Party and the Lesbian and Gay
Christian Movement (Hall-Carpenter Archive, London School of Economics, HCA/LGCM/7/50/Folder 2).

2 The Leninist, 20 March 1987.

#LGSM Minutes, 9 September 1984.

$LGSM Minutes, 23 September 1984.

*The links between SIPTU and the support group based in Onllwyn were fostered by Hywel Francis and
Ally Thomas, from Wales, and Francis Devine in Ireland. Francis and Devine knew each other through their mutual
work on labour history. My thanks to Hywel for discussing these links with me.

¥ LGSM Minutes, 2 December 1984; 31 March 1985. In the former meeting, “the group expressed its gratitude
to comrades in Dublin for such a fine gesture of international lesbian and gay solidarity”.

2 LGSM Minutes, 10 March 1985.
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flyer, now held as part of the LGSM records at the People’s History Museum in Manchester,
was full of typical imagery: tricolour, harp, and shamrock. It read: “Irish members of LGSM
invite you”. By implication, this indicates that Mark Ashton was not the only Irish member of
LGSM, although he was the most prominent and influential — there were, in fact, several from
different parts of the island, north and south.

Robert ‘Monty’ Montgomery, a cycling enthusiast and one of those responsible for LGSM’s
sponsored ride from London to Onllwyn over Easter 1985, joined LGSM in August 1984 but
was an old friend of Ashton’s from Northern Ireland. The pair had studied together at catering
college in Coleraine and embraced the emerging punk scene.” This led them towards the clubs
and bars in Derry, where they got to know the members of the punk group, The Undertones.
A photograph in Michael Bradley’s memoir, 7eenage Kicks (2016), for example, shows Mont-
gomery and Ashton together with the band in a back lane off Lisburn Road in Derry in 1978.
That was the year the band recorded their most famous track at the Wizard Studios in Belfast,
with funding from the BBC Radio DJ John Peel — who held “Teenage Kicks’ to be his all-time
favourite song. It was also the year that, having completed college, ‘Mark and I jumped on the
first boat out of Northern Ireland, set sail for Liverpool and ended up in London’.** Whilst living
in London, Montgomery did become involved in political activity, alongside Ashton, and in
addition to LGSM, but on a much smaller scale: Montgomery later left London for Australia.

Reggie Blennerhassett, on the other hand, who can be seen in Al Out: Dancing in Dulais
reflecting on the impact of LGSM’s work and the, in his words, “super” visit to Onllwyn, was
born in Sligo in the west of Ireland. As he explained in oral testimony recorded in 1987, he
knew that he was gay from a young age. Moving from Sligo to Dublin, where he studied at
the College of Commerce in Rathmines, Blennerhassett nevertheless remained in the closet
until he emigrated to London in 1982. As he later put it, he left “basically because I was gay
and the thought of another four years in Ireland filled me with despair” (Tierney 2015).
Soon he found himself working in a pub and, as he recalled in 1987, had his first affair with
another man not long afterwards — the man was an American he met in Soho. Blennerhassett
was another who joined LGSM after its formation in July 1984 — he did so, with his partner
Ray Aller, in September 1984 after meeting Mark Ashton at a pub in central London®'. In the
aftermath of the strike, Blennerhassett worked as finance officer at the London Lesbian and
Gay Centre: “it was the early 80s, I'd just moved from Ireland, and I thought it was amazing”,
he explained in 2016°%

In a real sense, these young men were living the patterns of life that Colm O Clibhdn was
writing about in his drama, embracing a queer way of being — and of being Irish — that was
impossible at home. For Ashton, this involved drag. For a time, as his friend Richard Coles
(2014) recalled, he was employed as a barman at the King’s Cross Conservative Club —although
Ashton turned up for work in full drag. A look complete with polka-dot skirts and a Lily Sav-
age-style blonde bechive wig. Robert Montgomery similarly recalled that

Mark hung out with people like Boy George, Marilyn, Phillip Salon, he frequently cross-dressed,
living as a woman for about six months when we shared a flat on Ladbroke Grove. He never left the
house unless he was in full drag, and he was totally convincing. Morning ritual was getting out of bed,

¥ Coleraine Times, 10 September 2014.

3 [bidem.

3 Blennerhassett’s experiences were recorded as part of the Hall-Carpenter oral history project in 1987 (British
Library, C456/57).

32 Christobel Hastings 2016.
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consulting his book of Hollywood glamour portraits and choosing a look for the day. He had his eyebrows
shaved off and would with the quick flick of an eyebrow pencil have the look.?

But, as in Friends of Rio Ritas, politics began to intervene. Prompted in part by a visit to
Bangladesh in 1982, but no less by bouts of unemployment, Ashton became the activist made
famous by cinema. In addition to LGSM, Ashton was active in the Campaign for Nuclear
Disarmament (CND)’s gay section, the Young Communist League, the Communist Party of
Great Britain (CPGB), the anti-apartheid movement, and the protests against Ronald Reagan’s
visit in June 1984 (as part of the G7 Summit). The list is not itself exhaustive, but as one obit-
uary recorded Ashton “was always to be found in any of the gay contingents which took part
in the large marches and mobilisations [...]. He took part in all the early battles between the
printers and the Murdochs and Shahs of this world, and from Warrington to Wapping he was
always there”**. This meant mixing with a variety of leftists, with as many different ideological
and theoretical positions as could be managed. Even a formal political party such as the CPGB
was riven with competing factions. Outside of the CPGB’s Eurocommunist and Stalinist (or
‘tankie’) tendencies, there was a leftist spectrum containing the International Marxist Group,
Militant, the Spartacists, the Socialist Workers’ Party, the Workers’ Revolutionary Party, and
the Revolutionary Communist Party — most of them known by an alphabet soup of three letter
acronyms.

On their own terms these groups could dominate an activist’s life and political outlook,
but they were all minor (to say the least) in comparison to the mainstream Labour Party and
often more obsessed with theoretical righteousness than winning support from the wider public.
In an obituary of Ashton published in March 1987, for example, one hard-line faction within
the CPGB complained that he was “a political opponent and was hostile to Leninism” and that
LGSM had been “limited because it was not under disciplined, ideologically correct and clear
sighted communist leadership”™. Ashton was seen by the hardliners as an opponent precisely
because he had sided with the reformist, Eurocommunist group, with its ideas of cross-com-
munity alliances, rather than because he was a member of an organisation or party outside of
the CPGB. LGSM itself mirrored and reflected the diverse range of opinions on the left and
included communists like Mark, members of the Socialist Workers’ Party, Militant, Labour
Party activists (often from the Labour Campaign for Lesbian and Gay Rights), and those who
were unaligned but otherwise politically motivated and interested. This coalition was always
fragile and one of the striking aspects of LGSM’s work was the fact that many of the potential
divisions were kept to one side for so long.

In fact, whilst the strike was on-going, the diverse politics underpinning and represented
in LGSM tended not to be outwardly expressed — at least until the end of 1984 — although they
clearly impacted upon the internal discussions the group had each week. It was at that point, the
strike entering into its ninth month, that Lesbians Against Pit Closures (LAPC) was formed?.
As Nicola Field recalled, the internal environment, which was dominated by men, had much
to do with the decision to break away, although it was initially reasoned as a means of increas-
ing representation of women and fundraising in women-only venues. “I saw men tearing into
each other remorselessly on points of political theory at meetings. I could see that it was a very

33 Coleraine Times, 10 September 2014.
3 Capital Gay, March 1987.

35 The Leninist, 20 March 1987.

361, GSM Minutes, 16 December 1984.
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unforgiving environment and you would have to be completely unaligned and rise above it to
cope with being there” (Tate 2017). LAPC redirected their support towards a different mining
community and a different coalfield — Nottinghamshire — thereby setting out a separate identi-
ty. For all the distinction, however, and the presented hostility in the 2014 film Pride, the two
groups did work together and often carried their banners side-by-side at rallies and marches.

Only as the miners’ strike came to an end, in March 1985, and minds turned towards
the aftermath and to the consequences of a year-long industrial dispute, did LGSM begin to
engage directly with wider political themes. This engagement was apparent in their involve-
ment with the London-Wales Congress in Support of Mining Communities and LGSM’s own
self-organised conference. The former was intended as a continuation of the lines of solidarity
which had been developed between LGSM and the South Wales NUM; the latter reflected
more clearly LGSM’s own internal political debate. Held in 1985, the conference included
workshops on anti-imperialism, Ireland, and HIV/AIDS, and featured a performance, at
the London Lesbian and Gay Centre, of Stephen Gee and Nigel Young’s 1982 drama, Shooz,
which was itself about the experiences of gay men in Ireland®”. The performance — in practice,
a ‘rehearsed reading’®® — provided a direct connection back to the Brixton Faeries, with which
Gee was involved as an actor, musician, and director. Given the play’s themes, it was also part
of the wider representation of Ireland and Irish alienation by gay theatre in London in this
period. Unfortunately, the workshops themselves were not documented and no further detail
appears in LGSM’s own archival records held in Manchester®.

5. Beyond LGSM

One of those for whom LGSM was a constant but equally tangential presence between
1984 and 1985 was Paud Hegarty, the assistant manager and then manager of Gay’s the Word,
where the group met between September and October 1984. The group collected money out-
side the bookshop, however, throughout the strike. Hegarty did not join LGSM, in the sense of
attending its meetings, but was protective of the rights of group members to collect outside the
bookshop and quarrelled with the police when they threatened to arrest those rattling buckets
(Clews 2017). In the second half of the 1980s, then a member of the Communist Party, Hegarty
wrote for Marxism Today, the theoretical journal of the Eurocommunists, contributing articles on
HIV/AIDS (Hegarty 1986) and book reviews (Hegarty 1988) on novels such as Alan Holling-
hurst’s 1987 breakthrough 7he Swimming Pool Library. As bookshop manager in this period, he
was likewise often called upon to give talks about the aims and objectives of a specialist LGBT
bookshop and the hostile environment which had led to the Defend Gay’s the Word campaign™.
And in 1989, he joined a range of voices including the director Derek Jarman, drag artist Lily
Savage, and singer Jimmy Somerville, in signing the “Our Right to Speak” manifesto — a response
to the libel action launched by the New Statesman against the Pink Paper*.

%'The play had previously been performed at the Oval House Theatre in June 1982. Young was an active
member of LGSM and Gee, a journalist for Capital Gay, who had grown up in a mining community himself, was
a sympathetic observer.

3L GSM Minutes, 3 March 1985.

3 Although it seems probable that there was some overlap, at least in Mark Ashton’s contributions, with the
work of the Communist Party and the Young Communist League. For instance: Hall-Carpenter Archive, London
School of Economics, HCA/LGCM/5/43.

# Kensington News, 25 February 1988.

4! New York Native, 20 May 1991.
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The antagonism between the Pink Paper and the New Statesman had its origins in an article
published in the latter in September 1989. Its theme was ostensibly an attack on what the jour-
nal regarded as “an intense and damaging campaign against orthodox treatments for AIDS™2.
That is, on the then most common drug used in combatting HIV/AIDS: AZT, which had
become available on prescription in the UK in 1987. But AZT had a range of side-effects such
as headaches, nausea, and muscle fatigue, which made individuals feel worse taking the medi-
cation than they were without it*’. For some in the LGBT community, these side-effects were
sufficient to maintain the campaign for better medication, rather than settle for the harshness
of AZT. One of those who was active in that way was Cass Mann, a nightclub owner who was
the primary target of the New Stateman’s 1989 article. The Pink Paper stepped in to support
the “Positively Healthy” campaign (as it was known)*. The New Statesman then embarked on
legal action claiming that the Pink Paper article was defamatory and libellous. The case was
eventually thrown out by the High Court, although in a separate action in 1992 the Pink Paper
settled out of court with the original author, Duncan Campbell®.

In the 1990s, in the aftermath of the Defend Gay’s the Word and the Our Right to Speak
campaigns, with the implementation of Section 28, and the continuing battle against HIV/
AIDS, Britain’s more progressive media began to engage more sympathetically with LGBT
matters. For some in the LGBT community it seemed evocative of a guilty conscience: even
W. H. Smith, which had banned Gay News not much more than a decade earlier, was exploring
ways of tapping into the ‘pink pound’. As Hegarty explained to the London Zimes in August
1993, when the newspaper sought to understand the trend,

I think the liberal establishment is crippled with guilt in the light of AIDS and a right-wing, anti-gay
backlash, people in the media see a debt to the gay community. They demonstrated against and failed
to stop Clause 28 and feel they owe gay people something because of their contribution to the media.
These are people who define themselves by their liberal consciences.*

He also spoke out against the commercialised notion of a metropolitan queer lifestyle writ-
ing, as Frank Mort has noted, in socialist magazines against London becoming “an alienating
and individualised pleasuredrome” (1996, 165). This had been a theme of Hegarty’s personal
political activity for years: combining leftist ideals with a clear sense of what LGBT life could
be — and in the minds of some activists, should be.

The organisation which exemplified Hegarty’s twin beliefs in liberation and socialism was
Icebreakers, a gay socialist befriending — and in many cases ‘be-partnering’ — society established
in the mid-1970s out of which grew Gay’s the Word and through which activists as varied as
Mark Ashton on the one hand and Jim MacSweeney on the other could meet and get to know
each other”. As MacSweeney recalled in a recent interview for the London-based lifestyle
magazine Attitude, it was through Icebreakers that he met “friends [...] who continue to be

2 New Statesman, 29 September 1989.

® The Independent on Sunday, 2 May 1993.

“ The Pink Paper, 16 September 1989; 7 October 1989; 28 April 1990.

® The Pink Paper, 29 June 1990.

% The Times, 11 August 1993.

47 My thanks to Lisa Power for discussing various unwritten aspects of Icebreakers, Switchboard, and related
organisations such as Dykes and Faggots Together (DAFT) with me — not least the possibility of ‘pulling’ through
attending Icebreakers!
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among my closest”®. In addition to their meetings, Icebreakers ran a telephone advice service
and proclaimed themselves as a “collective of gay men dedicated to bringing about the end of
civilisation as we know it”#. To achieve that aim, Icebreakers held joint events with activists from
Rock Against Racism and Rock Against Sexism, for example, organised popular discos at the
Fallen Angel, and held discussion meetings at Gay’s the Word about various topics, including
equalising the age of consent. They were an offspring of the liberation ethos of the early 1970s
and provided a bridge not only between various phases of the liberation movement in Britain,
but also a transatlantic link to the United States and Canada through cross-advertising.

6. Conclusion

I began this article with a series of questions in mind, the most important of which aimed at
an examination of the relationship between Irish activists and the LGBT civil rights movements
in London in the 1980s. The fact that the lead figure in LGSM was from Northern Ireland,
that the managers of Gay’s the Word bookshop for almost its entire forty-year existence were
(and are) from the island of Ireland, and that some of the leading figures in the vibrant gay
liberation cultural scene in South London in the 1970s and 1980s were Irish, may well be a
coincidence. But I do not think so. The experience of being a young gay Irish (or Northern
Irish) migrant to London in the 1970s and 1980s provided plenty of encouragement to be active
in the struggle for civil rights, however modest that participation turned out to be. Not every
activist, after all, was as politically committed as Mark Ashton or Paud Hegarty. In the absence
of fuller research, any direct conclusions as to the extent of the impact of Irish involvement in
the LGBT civil rights movement in London must inevitably be tentative: in other words this
is not a coincidental aspect of the 1970s and 1980s but a potentially rich seam of subjectivity
which deserves fuller exploration.

The act of recovery has, of course, useful historiographical implications, too, not least that
the study of migrants and transnational solidarities allows for — even encourages —a move beyond
the instinctive methodological nationalism of LGBT/queer history. And, albeit with a different
group of activists than those examined here, the instinctive westernism of that same historiog-
raphy. In other words, we can and should contemplate and theorise transnational histories of
what was, ultimately, a transnational lesbian and gay civil rights and liberationist movement
(albeit complicated by a variety of differential factors). It still is. And it is with this thought that
[ wish to end. In recognising and considering the relationship between gayness, migration, and
the tensions between assimilation and integration, and by bringing the transnational into the
writing of LGBT/queer history, historians can catch up with our geographer colleagues, and
begin to gain an even richer sense of the politics of gay and lesbian liberation — the latter will
require careful consideration given the relative absence of organisations dedicated to lesbian
liberation, particularly within minorities — and the lived experience of LGBT people. Therein
lies an LGBT/queer history which is inclusive of differential characteristics such as race, gender,
and religious identities, and which is made from the bottom up.

8 Attitude, 4 January 2019.
¥ Gay Christian 31 (February 1984).
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Abstract:

The representation of outsiders is a common theme in Irish drama as a method
to interpret and reinterpret Irish national identity. More recently, Irish theatre
has explored the meaning and experiences of the “new Irish” (Salis 2010,
43). This paper, through a postcolonial analysis, compares the experiences of
the returned Irish migrant in Tom Murphy’s Conversations on a Homecoming
(1985) to the fragility of tolerance exhibited toward the “other” by the native
Irish in Donal O’Kelly’s Asylum! Asylum! (1994) and contrasts asylum to the
celebration of Irish residency in 7he Cambria (2005). The analysis highlights
perceptions on migration from Ireland and the complications of immigration
to modern-day Ireland. The notions of home, Irishness and citizenship are
explored against a backdrop of racism, othering and multiculturalism.

Keywords: Asylum, Immigrants, Irish drama, Postcolonial theory, Refugees

1. Introduction

In recent years, Irish theatre has started to bring to the
forefront forgotten memories of colonialism, emigration, and
national identity within a variety of dramatic contexts. Simul-
taneously, Irish theatre has expounded the experiences of the
displaced, traced changes that have significantly affected Irish
society and offered to make sense of the new definitions of
Irishness within a global context. Brenna Sobanski (2016) and
Ronit Lentin (2002) reference this to the widespread notion of
multiculturalism. A review of the dramatic works about emigra-
tion in Irish theatre shows that there is a number of plays that
concentrate on the problems of those who departed from Ireland
and romanticise about the land, among which, is Tom Murphy’s
Conversations on a Homecoming (first produced in 1985). Wei
H. Kao points out that:
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The mass emigrations since the mid-nineteenth century are not regarded as a pleasant chapter in
history; [...]. It could therefore be claimed that the increasingly large quantity of Irish plays written
since the mid-twentieth century on migrant experiences reveals implicit but deep-rooted anxieties over
this historical trauma. (2015, 65-66)

Michael Higgens and Declan Kiberd (1997) further explain that exile, emigration, and
the return to a transformed homeland have always been part of the Irish national experience.
Plays which tap into the wider area of immigrant experiences, however, came into prominence
in the 1990s, among them is Donal O’Kelly’s Asylum! Asylum! (first produced in 1994). Mean-
while, the economic success of the Celtic Tiger reversed the flow of migrants from outward to
inward; this shift in the identity of the Irish nation is captured in plays such as O’Kelly’s 7he
Cambria (2005). According to Emilie Pine emigration has been extensively over-used in Irish
dramatic works (2008, 312); the theme is still repeatedly revisited in scholarly works creating
new linkages to help modern audiences acquire a more profound understanding of the tradi-
tions of Irish theatre in a modern context. Murphy’s Conversations on a Homecoming depicts a
postcolonial nation’s infatuation with the American dream in the 1960s and the struggles of
the returned emigrant to a changed homeland. Donal O’Kelly’s Asylum! Asylum! on the other
hand, depicts the experiences of an illegal Ugandan immigrant seeking asylum in modern-day
Ireland, while 7he Cambria an exceptional multifaceted play, celebrates the Irish citizenship of
an Afro-American fugitive slave as well as the deportation of a Nigerian asylum seeker.

This paper, through a postcolonial analysis and reference to Homi Bhabha’s (2004 [1994])
Third Space theory, compares the experiences of the returned Irish migrant in Tom Murphy’s
Conversations on a Homecoming to the fragility of tolerance exhibited toward the “other” by the
native Irish in Donal O’Kelly’s Asylum! Asylum!, situating both the returned migrant to a changed
homeland and the asylum secker in the same position in terms of acceptance by the native
Irish. It also brings forth the question of “who is Irish” and who is not based on long standing
definitions of Irishness. The paper also contrasts the complications faced by immigrants and
refugees in making Ireland their home to the celebration of Irish residency in another O’Kel-
ly’s dramatic work: 7he Cambria. The analysis revisits the long-held perceptions on migration
from Ireland to the United States in the early 1960s in order to evaluate the degree of change
that has affected the Irish nation since in accepting outsiders. Moreover, the paper discusses
the impediments globalization has inflicted on Ireland which have resulted in witnessing a
growing number of outsiders seeking immigration to the land. The dramatic works accentu-
ate the experience of being “unhomed” (Kao 2015, 68). The notions of home, Irishness and
citizenship are investigated against a backdrop of racism, othering and multiculturalism. The
comparative analysis hopes to raise awareness around the necessity of tolerating change within
homogeneous societies effected by the dissolution of the concept of home for many around
the world as wars over land and dominance continue in different parts of the world conjuring
a new form of colonialism. The paper makes way for further research in relation to Irish drama
and current world affairs as they inevitably strike at the core values of what constitutes Irishness.

2. The Returned Migrant to a Changed Homeland

Conversations on a Homecoming “[...] not only sets the disillusionment of the Galway char-
acters against the recollection of their 1960s idealism; dramatically, it contrasts the longings of
those who haven’t escaped with the chastened regret of the returned émigré who found even less
away than left behind” (Roche 1995 [1994], 146). Michael Ridge, a returned emigrant from
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America, post the 1960s is forced to deal with the decay into which his hometown has fallen.
Throughout the play, he searches for an alternative home, and the pub The White House, which
he co-founded before leaving Ireland, is the alternative. For him, the pub is “refuge” (Murphy
1993 [1985], 11). Celebrated initially as a success story of Irish emigration to America, Michael
is unable to sustain this false image and is quickly marginalised by his old friends. Tom asserts
his power over Michael by reminding him that: “I was always a better actor than you, better at
everything” (80). This antithesis between Tom and Michael lasts throughout the play reflecting
a binary opposition of power between the native Irish and “[t]he returned wank” (31). Michael’s
return to Ireland is primarily a wistful search for identity. Emira Derbel explains that the return
to the homeland often remains a necessity for the displaced emigrant because it is an expres-
sion of the longing to “reestablish [the] connection with the nation” (2017, 121). Michael in
Conversations on a Homecoming is repeatedly hounded to answer the question: “what brought
you back?” (Murphy 1993 [1985], 11). Nicholas Grene argues that Michael “comes back in the
hope of finding again the hope with which he started” (2006 [2004], 207). Junior, a local at the
pub sums it up in one word: “Nos-talgia!” (Murphy 1993 [1985], 311). The Greek definition
of the word is the combination of sorrow and a return journey to the homeland. According to
Emilie Pine, the nostalgia which prompts the returned emigrant to yearn for what is familiar
and traditional is contradicted with the traumatic reality of finding that the home which they
“half remembered, half imagined” (Pine 2008, 311) is no longer the place it once was. Poised
between despair and hope, Michael’s attempt to refit within the local community is futile. His
unease with the Galway community is an indication of the widening breach between what
used to be and how things are. Hence, for the returned emigrant “the homeland is a place of
trauma’ and in turn, the returnee is often considered “a disruptive figure” (322).

Kao argues that the local community’s discomfort with Michael’s return is a reflection of
the state of Ireland as a nation. Like Michael in Dancing at Lughnasa by Brian Friel, Michael
in Murphy’s play, is a witness of things changing and “becoming what they ought not to be”
(Friel 1990, 2). Michael’s prolonged absence in America causes Tom to accuse him of being an
outsider who wants to claim territory “You came home to stay” (Murphy 1993 [1985], 51), “I
think we have another leader” (50). The hostility which the Galway residents exhibit towards
Michael at the pub heightens as they get drunk. They are apprehensive of his transformation
and the knowledge that “strangers [are] comin’ in to run the town” (65). The pub, apart from
being a refuge for Michael, serves as an “in-between space” (Kao 2015, 72), a space where
postcolonial resistance to all that which is foreign is in display and where Michael’s national
identity is re-evaluated. Michael is traumatised by the experience of returning to a changed
homeland, and the play highlights that the returned emigrant is both an internal and external
outcast. Additionally, the interrelated ideas of belonging further complicates his understanding
of home leading to what Dermot Bolger calls “internal exile” (1986).

The imperial invention of domination of ‘the other’ is practiced by Tom to emphasise his
superiority over Michael who is referred to by the Galway community as “The returned wank”
(Murphy, 1993 [1985], 31). As Mdria Kurdi suggests, the strain displayed between the Galway
townsfolk and Michael is reminiscent of the tension and suspicion previously exhibited by the
native Irish towards the imperialist when the advent of visitors often proved to be a cultural and
economic invasion resonating with multiple perils for the native population (1999). Ireland is
depicted in Murphy’s play as a nation that has carried forward into its present the imperialistic
practices of the coloniser; subversion of power is an attempt to push Michael into internal exile
and consequently back to the host nation: “I'm not sure what I came home for, but I think I'm

finding out” (Murphy 1993 [1985], 59).
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Examined through Homi Bhabha’s Third Space theory, the hostility of the Galway com-
munity in Conversations on a Homecoming reveals the shifting nature of the nation’s postcolonial
identity in a globalised world. Fetson Kalua explains that a shift in rituals often leads to the
formation of “culturally invisible zones” (2009, 23) hence necessitating “the emergence of bor-
der spaces” (ibidem) or what Bhabha calls liminal spaces. Consistent with Bhabha’s definition
of liminal spaces, Edward Said uses the term to refer to the connectedness of the “culturally
invisible zones” (1984, 23), where he makes the link between the individual and the universal
or in other words, between the local and the global.

Richard Pine (2014) explains that in this context, Ireland is both familiar and foreign to
Michael; he finds himself “in-between home and homexilation” (Derbel 2017, 121). Unable
to conform to the new invisible cultural structures of his homeland, Michael is confined
throughout the play to a border zone — the pub. The pub plays a vital role in serving as a transit
area between the present and the past; it is a dynamic space where Michael attempts to recover
from the trauma of emigration and come to terms with his multi-faceted Irish identity. The
play inevitably opens up the discussion around the question of what is Irishness and how is it
defined within the new parameters of postcolonialism. By narrating his experience in the third
person, Michael underscores the pain and demoralisation he experienced as both an emigrant
in New York and as a returned Irishman to his homeland: “No! No! This isn’t it at all! This kind
of — life — isn’t it at all” (Murphy 1993 [1985], 28).

John Walsh points out that “traveling away from home allows the traveler to view the
site of belonging with a fresh eye, while making a genuine case about the effects of loss of all
familiar recognitions” (1999, 30-31). Edward Said concurs with Walsh that the returned exile
sees “things both in terms of what has been left behind and what is actual [...] there is a double
perspective that never sees things in isolation” (Said 1994, 44). This “plurality of vision” (55)
is configured in Michael’s knowledge of two cultures, the American and the Irish temporarily
setting him apart from the rest of the Galway community. Bill Ashcroft e a/. bring to the sur-
face the hidden polemics around inclusion and exclusion in postcolonial spaces. Ashcroft ez al.
empbhasise that ‘the other’ is often perused for the “essential cultural purity” (2004 [1989], 40),
or in Michael’s case, he is outcast because he now lacks what constitutes true Irishness in terms
of a modern postcolonial Ireland. The theatrical performance of Conversations on a Homecoming
allows the audience to review Michael’s status as a returned emigrant and determine whether
his romanticised Irishness makes him Irish enough to be re-accepted into the local community.
The play, however, fails to give a clear definition of what constitutes Irishness in modern day
Ireland, and the question is left open for audiences to ponder on amidst the adversity in deciding
whether to leave one’s home, remain or go back (see Kao 2015). Murphy’s play repeatedly and
implicitly asks the question “who is to inherit Ireland?” (Kiberd 2001, 81).

3. lllegal Immigration — A Postcolonial Dilemma

Post-1970s numerous people flooded to Ireland. Aoileann Ni Eigeartaigh ez a/. reflect on
the social and demographic changes which have taken place in modern Ireland, explaining that
“We have tens of thousands of immigrants among us for the first time in history” (2007, 69).
The unfamiliar faces of immigrants and asylum seekers scattered across the nation have left
many of the native Irish aghast. Edward Said claims that this social change in Ireland is due to
the “remarkable prosperity in the Celtic Tiger era” (1984, 49). Ni Eigeartaigh ez a/. recount on
behalf of Declan Kiberd that despite the influx of immigrants in Ireland, “yet they seem all but
invisible in our contemporary literature. Maybe it will take thoughtful writers a few more years
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yet to work them into the script” (2007, 69). While Kiberd’s words may ring true, Irish plays
like the ones written by Tom Murphy explore the cultural construction of the Irish identity
from the perspective of the diaspora. Other dramatic expressions of the immigrant experience
are depicted in Donal O’Kelly’s work. The disillusionment and displacement found in Murphy’s
Conversations on a Homecoming are echoed in O’Kelly’s dramatic piece Asylum! Asylum!. O’ Kelly
attempts to use the imaginative space of the theatre to generate a sense of cross-cultural solidarity
between the new Irish or today’s immigrants and the native Irish. Similarities between them
may not be immediately apparent, but they ultimately share experiences of being dislocated;
the arrival of new immigrants to Ireland and their struggles remind the native Irish of the pain
of emigration and the difficulties that came with the attempt to return home. Asylum! Asylum!
exposes the tactics of illegal immigrants and the anti-immigrant violence that comes with for-
cible deportation from Ireland. It also examines the collective self-image of the Irish which has
been destabilized by the implications of globalisation. Additionally, Ireland’s relationship with
Europe is presented as an anchor in a rapidly changing multicultural milieu; this relationship
is also the framework against which the events unfold.

Asylum! Asylum! is constructed around the 1991 Bucoro incident in Northern Uganda
reported by Amnesty International, relaying the horrors of repeated abductions, torture and
killing of civilians by the Ugandan National Resistance Army. Joseph, a Ugandan asylum seeker,
eagerly tries to obtain refugee status in Ireland. The first scene opens with his szazus already
determined; he is being deported. Refusing to go back to Uganda, Joseph attempts to jump
off the plane. Arrested, he claims asylum. Joseph’s dilemma in the play is sandwiched in the
middle of the broken relationships of an Irish family. The Gaughrans as a family are afhliated
with official government roles in Ireland and signify the larger Irish community. Leo is an im-
migration officer, Mary, his sister has a law degree and their recently widowed father, Bill, has
retired from the service of the Church. As the outsider in the play, Joseph ironically catalyses
the dormant tensions between the Gaughran family members and highlights their divisiveness
around immigration within a wider national context. Amidst these social and legal complica-
tions, Joseph is determined to make Ireland his home by finding links between his world and
the Irish. Any links or commonalities which exist between the immigrant and the Irish are often
an attempt by the immigrant to “insert themselves into the portals of historical memory; [...]
[or]embrace the idea of cross-cultural affinity through displacement to create sympathy [...] on
the basis of a universalized human condition” (King 2007, 63). This “notion of a shared sense
of affiliation” Jason King explains, “appears much more self-evident to immigrants in Ireland
than to [the] Irish” (ibidem).

Invited to take refuge in Bill's home as he files for asylum, Joseph discovers that both the
Irish and the African cultures bear a similarity in valuing the worth of conceiving stories. Jason
King takes this point of storytelling a step further by highlighting that African asylum seekers
confronted with detrimental procedures across Europe tend to create credible stories (66). Bill,
representing the older Irish generation who still remember the traumatic experiences of emi-
gration and the potato famine years sympathises with Joseph. Unlike his son Leo, Bill is able
to see the commonalities between the past traumatic experiences of the Irish and the trauma
of dislocating experienced by the new Irish/illegal immigrants. Both Joseph and Bill share their
experiences of suffering under historical and political events. Like Ireland, Uganda under Brit-
ish colonialism had been forced to adopt English, the language of its “former colonist” (Kurdi
1999, 227). Bill recalls the North Strand Bombing: “May 1941. Mammy gave me a terrible
clatter for standing up at the window. The sky was lit by flames. ‘Get back in under the stairs’,
she said. [...] I want to tell you this. I dont want it buried with me” (Murphy 1993 [1985],



106 RANIA M RAFIK KHALIL

156). In turn, Joseph feels safe enough to recollect and recount the brutality he witnessed and
experienced in his homeland to the Gaughran family:

The soldier lit the straw himself. He lit it at four different points. The straw blazed. The logs began
to smoke. [...]. Lumps of burning soil fell through the logs onto the men in the pit. They screamed
and coughed. Except the older man. He just moved his lips and looked at me. [...] The soldier took my
passport led me to the part of the school where the roof still was. Smoke followed us. They strung me

up Kandooya because I didn’t burn the straw. (O’Kelly 1996 [1994], 143)

This act not only carries forward the Irish tradition of storytelling, but temporarily suspends
the contradictions and incongruities that so deeply divide the Gaughrans “into indiscriminable
existence” (199). The brief unity among the Gaughrans is juxtaposed against Ireland’s self-di-
videdness over the nation’s immigration policies. At the same time, recounting past trauma
and sharing pain unifies the black and the white making the experience of pain human and
universal, it dissolves the “status of in-betweenness” (Bhabha 2004 [1994], 199).

Immigrants in contemporary Irish society are “always envisioned under the sign of the
‘alien”” and their achievements “permanently undermined” (King 2007, 65; Said 1984, 49).
This fragile relationship between the host nation and the new Irish is reflected in Leo, who as an
immigration officer is convinced that Joseph’s story is “emblematic of third world immigrants”
which becomes enmeshed within an ever “great[er] web of deception” (Ugba 1999, 123, 76).
Leo warns his sister Mary, a lawyer who has been assigned Joseph’s appeal case for asylum against
these tactics: “Six months to work on that one, Joseph. I'll hand it to you. It’s the best I've ever
heard. [...] it won’t get you asylum. Unless you can produce proof. And thatll be impossible
I'm willing to bet, isn’t that right, Joseph!?” (O’Kelly 1996 [1994], 144). In order to fulfil the
selfish reasons of survival, Ugba argues that many illegal immigrants “lie” (1999, 235). The
émigrés capacity to devise fascinating and absurd narratives of discrimination and persecution
is a most essential survival tactic. He further explicates that this is “a normative reaction for
undocumented aliens who must live exclusively by their ‘wits”” (109). Leo relentlessly explains
to Mary that his restrictive attitude towards Joseph “[...]is not hatred! It’s ordinary streetwise
commonsense!” (O’Kelly 1996 [1994], 144). Mary is appalled by her brother’s inhumanity:
“Jesus Christ! Have you no shred of humanity left?” (ibidem). The division over Joseph’s ca-
lamity breaks the family up. Symbolising Irish immigration law, Leo is left to wrestle with the
consequences of his family’s acceptance of an illegal African immigrant seeking asylum in their
family home. Donal O’Kelly masterfully utilises Leo and Joseph as signifiers to represent “two
diametrically opposed concepts, Afrocentrism as against Eurocentrism” (Ashcroft ez al. 2004
[1989], 40). They stand for imperialism and decolonisation. On a more complex level, this
dichotomy can be interpreted as a representation of the search for “cultural purity” (ibidem).
Introducing the Ugandan asylum seeker to his sister, Leo says “He says it’s Joseph Omara. No
apostrophe. (Mary has to laugh)” (O’Kelly 1996 [1994], 125). The subtle cynical joke is a nod
to the racial difference and the shared understanding between the brother and sister of what
constitutes Irishness. Leo’s antagonism to Joseph’s plea for asylum makes him use his job as
immigration officer to deny the latter “sanctuary” (Kurdi 1999, 228). Additionally, Leo’s own
failed attempt at immigrating to another European country in search for better prospects break
him. The demeaning treatment he receives in Europe for being Irish prompts his return back
home, making him all the more determined to enforce expulsion practices against Joseph.

On another level, the inter-racial romance plot embedded in the play between Mary and
Joseph signifies the transcendence of cultural differences as a metaphor for reconciliation;
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however, it can also be easily interpreted as a portrayal of the widespread Irish anxieties towards
“miscegenation” (King 2005a, 32). Patrick Stephen Dinneen highlights that Ireland cannot
be Irish without cultural and linguistic distinctiveness. Accordingly, the theme of interracial
romance, although is a common theme in a number of Irish immigrant drama, the romantic
subplots either falter at the prospect of the protagonist’s deportation or are unconsummated
marriages of convenience because of cultural differences. Dinneen further argues that with
foreign cultures come “foreign modes of thought, foreign ideals [...], foreign customs, foreign
manners, the spread of all that is debasing” (2018 [1904], 42).

In Act 111, Pillar, another immigration officer and Leo’s mate, takes charge of the last stages
of action in deporting Joseph. His aggressiveness and forceful nature cut off any means by which
Joseph could attempt to integrate into society. He uses the deportation strategy which Europe

calls “Operation Sweep” (O’Kelly 1996 [1994], 153) to expel Joseph by force:

I have orders to forcibly deport your Ugandan. [...] Do you know what that means, Mary? (Pause.)
It means bursting into your father’s house with five officers, a belt, a mouth tape and binding, pinning
the Ugandan [...] parceling him up, taking him to the airport and strapping him to a seat on a plane
back home. It’s a messy untidy business. (154)

Pillar justifies his brutality by explaining Ireland’s situation in Europe with regards to allow-
ing in immigrants and asylum seekers: “It only takes one leaky section in the walls of Fortress
Europe and the flood of immigrants will pour in and swamp the Continent. [...] Europe thinks
we're leaky. [...] Theyre seen as chancers to be made an example of” (153).

In short, post-independence Ireland is resistant to foreign penetration for fear of failing
to safeguard the borders of Europe and of meddling with fundamental values that constitute
Irish heritage. Pillar fails to understand Mary’s behaviour towards Joseph: “What the fuck do
you see in him!? Are you blind to the fact he’s a chancer!?” (155). The play is, in many ways,
an attempt to explore what it means to be Irish from the perspective of the immigrant, in this
instance, an African illegal immigrant. On the other hand, Pillar and Leo stand for the nation
as it fights to preserve its Irishness. There is strong emphasis throughout the dramatic text that
it is the Irish State’s obligation to withhold the privilege of citizenship in order to regulate the
policies related to residency and ensure that privileges are distributed fairly in terms of welfare
and labour. In Asylum! Asylum! the fray of domestic ties is set aside to give priority to the pre-
dicaments of “escape, arrival and departure” at a time when “the borders between home and
world [have] become confused” (Sweeney 2008, 284; Bhabha 2004 [1994], 9). The work raises
awareness about illegal immigrants and Irish citizenship highlighting the challenges of being
unhomed. As the title indicates, there is an imbalance of power permeating throughout. Asylum!
Asylum! reintroduces the binary opposition of black and white as well as the colonial and the
postcolonial in a modern context. It is however one of several examples of dramatic works that
situate immigrant issues and Irish cultural encounters in a global context.

4. Citigenship. A Nations Identity

The Cambria by Donal O’Kelly was commissioned initially to be performed on St. Patrick’s
Day in 2005 in Dublin with the aim of “rebranding” (Sweeney 2008, 281) the nation’s identity
and reflect the changes in the Irish social fabric. New expressions of Irish identity are explored
in 7he Cambria that stand in antithesis to the notions of immigration in Asylum! Asylum! and
in stark contrast to the idea of home in Conversations on a Homecoming. The opening scene
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sets the pre-text: a young Nigerian asylum seeker is awaiting deportation at the airport in the
present-day Ireland; this is embedded within the narrative of a historical trans-Atlantic voyage
of the African-American fugitive slave, Frederick Douglass who flees America after having
published his autobiography as part of an anti-slavery campaign. The narrative is implanted
at the start of the permanent cultural, political and demographic change in Ireland, 1845, the
year of the Great Famine.

There are limited works that document the relationship between Ireland and trans-Atlantic
slavery, 7The Cambria being an exception. Among the few scholarly publications that examine
this relationship is the work published by Nini Rodgers in 2007 and Fionnghuala Sweeney’s
work published in 2008. Like Asylum! Asylum!, The Cambria traces the shift from homogeneity
to multiculturalism. Fionnghuala Sweeney explains that

the arrival of the new Irish constitutes the most significant challenge to the republican narrative
of democratic commitment, [...] and the historical emergence of the state as a structural embodiment
of centuries of resistance to colonialism and empire, by raising difficult questions regarding the Irish
relationship to other countries. (2008, 281)

The historical trans-Atlantic voyage signifies a search for identity and raises awareness about
varieties of Irishness. Ultimately, the predominant message is the prevalence of Irish citizenship
as the decisive factor upon which identity is constructed (283). At the same time, 7he Cambria
asserts the moral responsibility of the nation towards individuals claiming asylum or financial
distress by placing the dilemma centre-stage. The play “in Brechtian terms” prompts at some
point “a consequential moral response” (ibidem) from the audience beyond the theatre space.
Collette, PatricK’s teacher in the opening scene exclaims: “Fredrick Douglass came to Ireland.
On asship. Called The Cambria [...] if Frederick Douglass [...] came to Ireland NOW” (O’Kelly
2005, 4). The statement highlights the importance of reviewing which elements constitute Irish
identity today. Ireland in 7he Cambria is home, a destination projecting republican idealism
as it commemorates the flight from oppression in search of freedom, economic prosperity, and
political identity. Immigration, in this context becomes the global resolution to financial and
civil problems. Symbolically, Frederick Douglass’s journey stages the responsiveness of past
generations in contrast to current Irish outlooks on foreign settlement and refugee appeals.

The reciprocal engagement of subjects in a nation, according to Sweeney, is what forms the
individual and collective identity (2008, 285). The play features ten characters played by only
two actors on the stage and an Irish population on the dock who receive the fugitive slave. This
minimalist technique supports Sweeney’s point of view on reciprocal engagement of subjects in
a nation. 7he Cambria makes no “attempt at naturalistic effect”; Collette and Vincent symbolic
for the “Irish every-man and woman” (ibidem) play a variety of roles ranging between different
races and genders. There are no distinctive signals that indicate the shifts in identity except the
symbolic use of hats. Sweeney explains that this morphing and crossing of racial boundaries
is an emphasis on the multiplicity of identity and its fluidity. Contemporary Irish theatre, in
this respect, engages with and debates rigid definitions as well as refuses to rigidly circumscribe
individuals within the parameters of traditional notions of nationality. Reality, however, may
prove this to be untrue, many of today’s immigrants find themselves unable to substitute their
old identity for a new one that reflects the values and ideals of the host nation. This view derives
from Homi Bhabha’s Third Space theory where the immigrant, in an attempt to integrate into
the social life of the host nation, is in fact trapped within a liminal space. The transient space
is an invisible border that can never be crossed without a complete shedding of the origin, an
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often all too painful journey that can psychologically break an individual. The sense of loss
experienced by the refugee and the szazus of being unhomed lead to a fear of loss of identity.
The result is either a distorted version of being Irish or a completely new configuration that
is not even remotely connected to the traditions and values of Ireland. O’Kelly grasps these
truths by confining the young Nigerian asylum seeker to the airport, a point of departure and
arrival leaving the young man in limbo. Similarly, Frederick Douglass for most part of the play
is trapped on a ship metaphorically making a trans-Atlantic journey in search of who he is.

The opening scene shows Collette recounting her efforts in trying to convince Immigra-
tion that Patrick should be granted citizenship underscoring the irony of his receiving a “B in
Honours History” from Daniel O’Connell’s school (O’Kelly 2005, 3). Like Mary in Asylum!
Asylum!, Collette’s efforts to support the citizenship of an African asylum seeker in the pres-
ent-day Ireland fail. In parallel, O’Kelly dramatises the psychological complexity of denying one’s
identity captured through the symbolic nagging of a little girl, Matilda who is convinced that
Frederick Douglas is a minstrel and begs him to perform to make them laugh. Each encounter
is a strike at Douglas’s identity carrying a streak of racism for his black colour:

MATILDA: Do you sing and dance?
FREDERICK: Em — not normally.
MATILDA: Oh yes you are. (7)

The identity crisis becomes more complex when Solomon, another Afro-American slave
on the ship, recognises Douglass’s true identity and taunts him for traveling incognito:

FREDERICK: Stop calling me — Frederick Douglass!
SOLOMON: What's wrong Freddie? It’s your name, isn't it? (24)

In denying his own name, Douglass denies his past and all that he stands for in his auto-
biography. Significantly, the temporary denial takes place aboard the ship — a dynamic liminal
space where he shifts personae to ensure his survival and safety. Much like the tactics of the
illegal immigrant in Asylum! Asylum! where Joseph must live by his wits and scavenge the streets
for economic sustainability, Douglass protects his freedom by appropriating the identity of a
minstrel. Douglass’s character is established on a series of denials and the need to put safety first
before identity. Ironically, he is travelling with a copy of his autobiography, an embodiment of
his whole self, past and present as he heads towards a brighter future in Ireland.

In Section 4 of the play, while the choir ladies sing, Douglass contemplates about Ireland as
his new home: “I face my future. Of freedom. I am racing towards it. Paddles chant my advance
in the fastest vessel known to man. The Cambria” (23). Douglass’s arrival to Ireland as a free
man is an enactment of the impossible being possible. As he lands on the docks of Queens-
town, a free man, Frederick Douglass is greeted by Daniel O’Connell, music and a welcoming
Irish crowd: “A howling cheer of unbelievable volume reverberates around the valley. It echoes
back from the mountains [...]. Then echoes again from the mountains behind until the very
land of Ireland seems to roar in welcome for me” (49). The play ends on a positive note with
Douglass describing Ireland for what it truly is for those who wish to make it their home: “I
can truly say I have spent some of the happiest days of my life since landing in this country.
[...] the entire absence of prejudice against me, contrasts so strongly with my bitter experience
[...] that I look with wonder and amazement on the transition” (ibidem).
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5. Conclusion

The three dramatic texts examined in this paper are all critiques of present-day Ireland and
are considered within two contexts: nationally and globally. According to Christopher Murray,
the evaluative parameters for Irish plays must and foremost be driven by a sound understanding
of the “Irish dramatic tradition” (2010, 1). Concurring with this view, it is important to point
out that the dramatic works understudy depict the complex relationships which the Irish have
with America, Europe and Africa. The Irish fascination with the American Dream is satirised in
Murphy’s Conversations on a Homecoming by focusing on the failings of the returned emigrant
both at home and abroad. Ireland’s relationship to Europe is codified in it being a reference
point for all its policies in relation to job security, immigration laws, and human rights with-
in the European Union in Asylum! Asylum! and partly in 7he Cambria. Hints have also been
made at Ireland’s relationship to other postcolonial nations such as Uganda and America once
a slave-trading nation under British colonial rule.

In this analysis, Ireland is presented as a home in three different contexts foregrounding
the idea of being unhomed as another major theme that raises complex discussions. Murphy’s
Michael is nostalgic about an Ireland he no longer recognises while Joseph in O’Kelly’s Asylum!
Asylum!, as an African, is unable to seek asylum and make a home for himself in postcolonial
Ireland. Frederick Douglass significantly in 7he Cambria finds the true definition of home as
he contrasts life in America to the life he makes in Ireland. Each of the main characters demon-
strates the pain of being unhomed in accordance with Homi Bhabha’s notion of the Third Space.
Homi Bhabha and Edward Said emphasise that the displaced and the alienated will always get
caught in the in-betweenness of the invisible cultural structures of the new homeland; Michael
is confined to the pub as a space of refuge and Joseph claims sanctuary in the immigration of-
ficer’s family home. Joseph and Michael consequently are forced to occupy a border zone; the
difference here is that Ireland 7s Michael’s homeland. The commonality between Michael and
Joseph is their “homexilation” (Derbel 2017, 121). Of further significance to this discussion
is that both Michael and Frederick Douglass make trans-Atlantic voyages to Ireland, but they
each experience the land differently. The returned emigrant coming back from America in the
1960s is shunned by his countrymen, while the run-away slave flees who flees from oppression
in America in 1845 claims to live his happiest days on the soil of the Republic.

Home is both a psychological and a physical space, the plays magnify the intricacies of
belonging within a geographical place as well as engage with the older notions of home and
identity. The painful memories of displacement bring the discussion round to the fact that the
native land is often a place of suffering and the host nation often unwelcoming. The psychological
pressures that come with estrangement are expressed in the dialogues of the main characters
exposing the difficulty of survival outside of Ireland and the toil they endure to infiltrate the
tight social Irish fabric which is rooted in a deep history of Celtic ideals and traditional beliefs.
Fear of newcomers from abroad is exemplified in the resistance of the native Irish towards the
returned emigrant and the dividedness about accepting the new Irish as human beings in need
of political refuge and economic sustenance. They are perceived as a threat to all that constitutes
Irishness. This post-colonial defiance is substantiated by Bhabha and Pine as being common
in post-colonial spaces. This, however, is reversed in O’Kelly’s 7he Cambria. Although the play
ends with the acceptance of a fugitive Afro-American slave as an Irish citizen, it leaves the
audience to speculate on the possibilities that enunciate around this immigrant dilemma if it
were to take place today on the shores of Ireland.
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Pointedly, the dramatic texts are illustrations of the struggles of male protagonists in search
for freedom, economic prosperity and political identity; by making Ireland their home, they
attempt to take their place in the world and as such redefine the terms of Irish identity and
the nation’s relationship to the rest of the world. All three dramas raise the question, “who is
to inherit Ireland?” (Kiberd 2001,18) and highlight important issues related to emigration,
immigration, and identity in a postcolonial nation within a global context, but at the same time
warn audiences about the dangers of shoving the outsider into a liminal space forcing them to
become the other. This all too dangerous act divides societies and allows hatred, discrimination
and racism to manifest in otherwise peaceful existences. A need to enforce legal policies that
regulate immigration, refugees and asylum can blind policy makers across nations to the need
to respond to humanitarian crises. It is, however, important to emphasise that this is not a
call to nations to forsake precautionary measures against illegal tactics to occupy land or have
leaky borders that would give way to charlatans who seek economic prosperity. Notably, the
dramatic texts discuss these issues which have either been neglected or often cause distress
when remembered.

It is fair to conclude that the analysis has revealed a variety of Irishness and has made signif-
icant links between past emigrant experiences to current day immigrant and refugee sufferings.
It has also engaged with the redefinition of Irish identity within a global context highlighting
the implications of multiculturalism on Irish society as well as how it is perceived by outsiders.
The divisiveness of the Irish nation over immigration and asylum pits the nation’s fear of new-
comers against its obligation to respond to global calamities. Moreover, the notion of home is
manifested in ways that give way to new understandings of the complications of dislocation
within one’s own homeland which is further explicated by the feeling of being unhomed in
the host nation. Within these dramatic works, Ireland is forced to conform to the demands of
globalisation as it plays host to individuals who have either forgotten what it means to be Irish
or immigrants and refugees of different nationalities who seek to claim Irish citizenship for a
more stable and prosperous existence.
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Abstract:

This paper explores how empathy and exile are represented as narrative strategies
in Edna O’Brien’s The Little Red Chairs and Donal Ryan’s From a Low and Quiet
Sea. I argue that post-Celtic Tiger economy novels of the recent past are turning
to a more global, universal and empathic Irishness in order to shed light on the
problems of nationhood, gender and identity. Both authors use poetic forms of
literary mythmaking, fairy tale or fable to imagine future possibilities, they employ
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We encounter the stranger in others in order to uncover
the hidden, untransacted parts of ourselves.
Julia Kristeva, Strangers to Ourselves (1988)

1. Introduction: Roots of Disconnection, Multiculturalism and
Transnationalism in the Contemporary Irish Novel

In a 2018 review of Connect, Julian Gough made a “public
apology to Anne Enright and John Banville and Colm Téibin”
(Conroy 2018, 2) to reconcile a statement he had made about
novels with regressive or nostalgic themes set in Ireland. To
amend this assessment and address what he saw as the current
“crisis of meaning”, Gough decided to write the book that he
had wanted to read. In frish Literature in the Celtic Tiger Years
(1990-2018): Gender, Bodies, Memory, Susan Cahill points to
the controversial 2010 blogpost, when Gough asserted, ““If there
is a movement in Ireland, it is backwards. Novel after novel is
set in the nineteen seventies, sixties and fifties. Reading award
winning Irish literary fiction, you wouldn’t know television had
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been invented’” (2011, 6). In Connect, Gough reflected on this “crisis of meaning” in order
to write about underlying issues of entrenched tribalism, social isolation, seismic shifts in in-
stitutional power and the influence of technology on our lack of ability to communicate and
empathize with others.

Along with problems of social connection, Ireland has had to readdress the issue of identity
and belonging in the wake of the 2004 Citizenship referendum. In an attempt to reinforce a more
“monocultural” Ireland, the nation became “hosts to foreign guests” states Pilar Villar-Argdiz
in her introduction to Literary Visions of Multicultural Ireland: The Immigrant in Contemporary
Irish Literature (2014, 5). The nation became more polarized in its views towards an influx of
immigrants seeking asylum and employment in a downturned economy. From 1995 to 2000,
more than 250,000 people immigrated to Ireland, including European Nationals and political
refugees, causing a new reversal of emigration. These strains began to divide the twenty-first
century debate over interculturalism into an opposing dialectic (5). As presented by Declan
Kiberd, one side argued a more liberal model of the immigrant’s representation in contemporary
Ireland, a model as one that is a more “inclusive and empathic” (6). Critics of this inclusive point
of view challenge the negative effects of globalization with hostility, xenophobia and exclusion
of diasporic communities and argue against the notion of Ireland as hospitable, welcoming
nation. As writers address contemporary social issues in an attempt to grapple with the “crisis
of meaning” and with the “failure to connect”, the issue of immigration presents a way to em-
pathically respond. Turning to the “other” as a catalyst of self-reflection and re-imagining of
identity, Irish authors are writing from a place that is firmly grounded in the present.

In this essay, I focus on two contemporary novels that foreground the subject of the exile
who is navigating trauma. In order to confront the present challenges of multicultural Ireland
and the UK they employ empathic, multi-faceted and innovative narrative strategies to address
problems of nationhood, gender and identity. In Donal Ryan’s From a Low and Quiet Sea
(2018) and Edna O’Brien’s 7he Little Red Chairs (2015) the authors take up the complexity of
the global immigrant and refugee’s experience to shed light on the problems of reconciliation
with the past and of the difficulties of belonging as a person living in exile. Indeed, they ex-
emplify how contemporary Irish authors have revisited the concept of exile, (and self-exile) to
grapple with how issues of racism, poverty and exploitation hold a mirror to social problems
in a rapidly evolving nation.

2. Narrative Empathy and the Exile

Colum McCann is perhaps the most prominent of contemporary Irish writers associated
with employing empathy as a narrative strategy in his work. In his selection of essays, Letters to
a Young Writer (2017), McCann argues against the advice “write what you know” as a way to
encourage writers to form a more outward exploration of lived experience. “The only true way
to expand your world is to inhabit an otherness beyond ourselves”, he contends, “There is one
simple word for this: empathy. Don’t let them fool you. Empathy is violent. Empathy is tough.
Empathy can rip you open. Once you go there, you can be changed” (12). For the skeptic who
might misinterpret empathy as nostalgia or sentimentalism, he advises new creative writers to seek
out source material from something or someone they don’t yet know. McCann’s recent novels,
Let the Grear World Spin (2009) and TransAtlantic (2013), apply his own advice as a directive in
order to “weave together the stories of several characters told from various perspectives and in
different authorial voices” (Lovell 2013, 3). To write fully from another perspective, he had to
insist on embodying their frame of mind. McCann has described empathy as “the ability to step
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with agility and decency into the shoes of someone else. The ability also to find ourselves in the
stories of others” (O’Neill 2018, 4). By emphasizing “agility” and “decency” in embodying this
form of perspective taking, McCann suggests a more urgent form of imagining another’s inner
world, one with a robust and respectful deference to another’s experience, especially towards
the exile who is in a precarious or traumatized circumstance.

Recent studies of empathy’s application to narrative form borrow from new research on
neurology, psychology and narratology. Though first developed in theories on aesthetics and
art historical analysis, empathy and its inclusion in literary criticism served as a way to provoke
altruism and other prosocial behaviors in the reader. According to Suzanne Keen, in a “Theory
of Narrative Empathy”, “the word empathy is a relatively young term, entering English in the
early twentieth century as a coined translation of the German word Einfithlung. Aspects of
empathy have been described by philosophers since the days of Adam Smith and David Hume
under the older term sympathy” (226). Recent translations of late nineteenth century German
essays also support our understanding of “the impact of spatial forms, and our readiness to
describe aesthetic objects in terms drawn from the vocabulary of human moods and emotions”
(Wilkinson 1995, 417). Keen describes empathy as “a vicarious, spontaneous sharing of affect,
can be provoked by witnessing another’s emotional state, by hearing about another’s condition,
or even by reading” (Keen, 208). What do O’Brien and Ryan do in these two novels to moti-
vate a “spontaneous sharing of affect” (ibidem)? To borrow from Keen, empathy is provoked
by placing us in the mind of the narrator, by witnessing another’s emotional state or in other
words to stand in his or her shoes.

The intersection of Irish local identities with the influx of exiled immigrant characters in
each novel offer a space for empathy to transpire as characters begin to heal through shared
narratives of suffering. O’Brien and Ryan offer an empathic rendering of the complexity of
moral life in a shifting the unstable global space of the exile. Like Colum McCann’s weaving
together of authorial voices, they center on rich collection of characters brought together
through the circumstances of fate. In From a Low and Quiet Sea this complexity is encapsulated
in the character Farouk’s reflection: “if you observe a man closely and properly you'll eventually
come to know the shade of his soul. No soul is brilliant white, save for the souls of infants.
But there are men alive who will do evil without pause, who are without mercy, and there are
men alive who would rather die than harm another, and all of the rest of us fall somewhere in
between”(Ryan 2018, 13).

In this essay, I examine how the two authors employ three similar empathic narrative
strategies in their structure. Both novels enter into the realm of poetic language by using a
form of literary mythmaking, fairy tale or fable in order to imagine future possibilities. The
authors weave a collection of polyphonic third-person and first-person narratives to fully de-
velop the individual major characters while the role of minor supporting characters (who are
often displaced or marginalized) are rendered equally in their attention to detail. Lastly, the
central characters begin to restore their fractured lives through shared narrative and witness
testimonials as an empathic strategy to confront and heal their own traumas.

In From a Low and Quiet Sea, Ryan uses a free indirect style to portray a displaced and
traumatized Syrian doctor. With this narrative strategy in the first section of the novel, “Farouk”,
Ryan intimately places us in the mind of a man in a precarious state. In How Fiction Works,
James Wood elaborates how this technique functions in the novel: “Through free indirect style,
we see things through the character’s eyes and language but also through the author’s eyes. We
inhabit omniscience and partiality at once” (2008, 11). According to Wood, through dramatic
irony we can anticipate how a life altering decision awaits as Farouk is subjected to a series of
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violent images. This begins to happen when “a gap opens up between the author and character,
and the bridge — which is free indirect style itself — between them simultaneously closes that
gap and draws attention to its distance” (ibidem).

In The Little Red Chairs, Edna O’Brien employs a similar narrative strategy with her
protagonist, Fidelma, who resolves the complications of her own exile and banishment from
her homeland by encountering and engaging in empathic testimonial sharing with war torn
refugees. In both cases, shared encounters with exiled persons suggest the authors” conscious
engagement with representing those facing global displacement.

Edward Said expresses the complexity of representing the exile in his essay, “Reflections
on Exile”, when he describes the transitional nature of space and the alienation of leaving one’s
home. Within this space, the refugee, one who has little or no control of his circumstances,
experiences alienation and lives in suspended animation. “Exile is life lived outside habitual
order. It is nomadic, decentered, contrapuntal, but no sooner does one get accustomed to it
than its unsettling force erupts anew” (2000, 180).

In a 2004 review of Exile, Emigration and Irish Writing, Michael Kenneally notes author
Patrick Ward’s exhaustion with the term “exile” as a literary trope. The exile “needs to be broad-
ened to accommodate such iterations as emigration, migration, displacement, banishment,
and expatriation” (146) and often fails to critique the inherent causes of these issues such as
colonization and mass emigration. Ward suggests that the exile is inherently woven into the
fabric and historically rooted into Irish aesthetic expression. “For hundreds of years, the conse-
quences of dislocation, banishment, wandering and negotiating ‘otherness’ have been a central
if not #he defining factor in the Irish experience” (150). With a focus on the Irish emigrant
in this critique, these novels begin to offer a new way of negotiating the identity of the other.

Acting out the difficult circumstances of traumatized persons reveals the ways in which
affect and empathy are narrated, how characters address their exile, fail to assimilate and hang
adrift in identity in limbo between the past and a difficult to imagine future. Within open and
closed spaces their sense of time and their identities are malleable and permeable. They oscillate
between an attitude of skepticism and a longing for inclusion. Said describes how assimilation
is complicated by the exile’s relation to space. “Borders and barriers, which enclose us within
the safety of familiar territory, can also become prisons, and are often defended beyond reason
or necessity. Exiles cross borders, break barriers of thought and experience” (Said 2000, 185).

3. Narrative Strategies in The Little Red Chairs

O’Brien’s novel begins with the story of Fidelma, a 40 year-old woman who lives in a small
fictional Irish village named Cloonoila. A self-described healer/sex therapist, Vladmir Dragan,
arrives as a mysterious blow-in and gains the trust of the village with his alluring, mystical
sensibility. Fidelma’s stagnant marriage to the much older Jack is upended by this “unwelcome
newcomer”. She finds herself in the vulnerable position of falling under his spell and confesses
to him that she longs to have a child after two failed pregnancies with Jack. Vlad’s healing
nature causes her to overlook his occasional outbursts.

En route to visit the grave of William Butler Yeats, Vlad is abruptly arrested in front of the
village onlookers. What she doesn’t know is that Vlad is in fact a war criminal hiding in plain
sight, a character O’Brien based on the life of Serbian general Radovan Karadzi¢. Unfortunately,
Fidelma discovers the secrets of his past too late. In her review of the novel, “Healing and Horror
Sit Side by Side in 7he Little Red Chairs” Annalisa Quinn outlines how the author subtly reveals
the dark side of his character by hinting at his violent nature. Also known as “Vuk” a Serbian
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nickname for wolf, Vlad perplexes his landlady by reading the poems from his journal which
are full of images of bullets and strapping wolves. Puzzled, she expects him to write more in
the style of his supposed literary hero, Yeats who leans towards the style of “wandering waters
in the pools of Glencar” (Quinn 2016). With Vlad, O’Brien set out to explore how good and
evil can coexist within one person. The complexity of this duality is revealed through narrative.
Quinn argues, “Vlad is more than just a monster in a mask, who smiles [...] and is a villain. He
does heal his patients, and this duality reveals the way evil can coexist with grace and empathy
[...] His healing hands are also butcher’s hands” (ibidem).

Fidelma and Vlad’s affair turns out to short lived, and the drama is compounded by the
scandal of Vlad’s arrest in Cloonoila. His comrades arrive to seek revenge with a traumatic as-
sault resulting in the loss of her pregnancy. Fleeing to London, her only recourse is to immerse
herself in a community of hidden immigrants who work as night cleaners at a bank. At a safe
house community centre, Fidelma comes to terms with her own binary feelings of shame and
guilt by witnessing other’s traumatic personal testimonials. Her remorse seems to pale in com-
parison to those who are the victims of genocide and violence. But she, too, has experienced a
despicable trauma and begins to repair her life in this community of exiles.

Recent scholarship on O’Brien’s earlier novels map out a new way of addressing the theme
of failed romance scripts and how they have evolved in her work. Elizabeth Weston’s 2010 article
“Constitutive Trauma in Edna O’Brien’s 7he Country Girls Trilogy: The Romance of Reenactment,”
reads O’Brien’s novel through developments in trauma theory, “turning life into a reenactment of
the past rather than a process of change” (83). Often framed as a Bildungsroman, The Country Girls
upends the trope of coming of age development with the two protagonists, Caithleen (Kate) and
Baba who fail to develop agency as young adults as they cycle through unfulfilling relationships. By
this reenacting of childhood traumas, Caithleen narrates the cycle of “escaping a violent alcoholic
father and unhappy mother [...] trying to repair the pain of unmet childhood needs through
losing herself in a relationship with a caretaking man, which ends in disaster every time” (ibidem).

In 7he Little Red Chairs, O’Brien challenges this notion of Irish women reenacting a series
of romance scripts Weston lays out in her analysis of 7he Country Girls. Fidelma endures her
own traumas and enacts a way to rewrite the failed double romance disaster script of her mature
husband Jack and the sex therapist, healer and war criminal Vlad. She begins to embody a sense
of agency by immersing herself in a new community of migrants who are attempting to start
over in their new home. Though London may have at first provided escape for Fidelma as a
way to flee a shameful and violent episode in her past, she finds a kind of humble redemption
living among like-minded souls who are reconstructing a new beginning.

In her new life, she leaves behind the relative comfort and identity as a former shop keeper
and wife. By extracting herself from her former life, she erases her identity as member of the
Cloonoila community. As a night cleaner, Fidelma becomes invisible, anonymous and unattached
to her former self. With the assistance of two references from home, she slowly embarks on a
new found identity at her new job. Window and surface cleaning acts to wipe away the ingrained
dust covering of her former self. In this passage, she catches herself in a state of transformation:
“In her blue tunic and her hair drawn back severely, [her friend] Dara would hardly recognize
her now. Not that she looked in mirrors, but occasionally, she caught sight of herself in one of
the big windows that looked out onto the Thames, the water a sheet of dark at night” (O’Brien
2015, 175). Time, for Fidelma, like the exilic sense of space, becomes as Edward Said suggests
“decentered, contrapuntal” (Said 2000, 186). In the chapter fittingly called “Dust”, she tries to
hold on to her transient cleaning job despite a number of arbitrary obstacles placed in front of
her by petty supervisors: “[...] she endured everything, so as to cling onto this job. She forgot
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to eat, she forgot to pray, she forgot the seasons, although once, snow drops appeared in her
mind and she reckoned that she must have sighted clumps of them, under trees in the part,
milk-white, with their mantles of drooping green” (O’Brien 2015, 185-180).

4. Realism, Folklore and Myth

In her examination of Irish women writers and the short story, Elke D’hoker detects
underneath Edna O’Brien’s prevalent style of realism “a thin veneer covering an underlying
symbolic structure, which dramatizes recurrent psychic patterns and processes” (2016, 147).
In her analysis of the author, “Edna O’Brien’s Desiring Subjects”, D’hoker, quoting Sinéad
Mooney outlines the underlying “archetypal patterns that are contained in the myths and fairy
tales of Western culture” (ibidem). This structure is explored further in a number of chapters
in 7he Little Red Chairs. At the outset of the novel, O’Brien overlays the description of the
village setting with intertextual references to folklore in order to set a mysterious and ominous
tone. An epigraph from the Serbian saga, 7he Mountain Wreath opens the novel, “The wolf is
entitled to the lamb” (O’Brien 2015, 1). The introduction in the first chapter, “Cloonoila” (3)
borrows from the text of the ancient epic, Gilgamesh to draw a parallel to Vlad: “The dirt of
his travels, Gilgamesh washed from his hair, all the soiled garments he cast them off, clean new
clothes he put on” (ibidem). By the time he makes his way to the village, this curious traveler
takes the form of the mischievous shapeshifter, “The Pooka Man”:

[...] there would be those who reported strange occurrences on that same winter evening; dogs
barking crazily as if there was thunder, and the sound of the nightingale whose song and warblings were
never heard so far west. The child of a gipsy family, who lived in a caravan by the sea, swore she saw the
Pooka Man coming through the window at her, pointing a hatchet. (4)

Ron Rosenbaum, in his Smithsonian Magazine review of The Little Red Chairs notes the
author’s uncanny twist on a creature from Irish folklore. A Pooka Man is “a precursor of terrible
tidings [...] sometimes a reversal in fortune for the better — but not often when he has a hatchet
in his hand” (2016). O’Brien’s use of myth and folklore upend how narratives of evil circulate
and morph as they are embodied in human form.

Throughout the novel, myths and fairy tales re-appear and often work as a device to assist
in enacting an alternative future or an imagined possibility for minor characters experiencing
trauma or displacement. Little goes right for Fidelma until she befriends a young undocument-
ed immigrant named Mistletoe. As she begins to become familiarized with her own routine,
she empathizes with Mistletoe’s isolated existence. The two begin to stage getaway fantasies by
creating a series of whimsical drawings imagining exotic scenes of the two together as “voyag-
ers setting out for distant places” (O’Brien 2015, 199). They record the titles of their stories,
“Mistletoe and Fidelma on their way to China with scenery replete with pagodas and palm
trees” (ibidem) and establish an unlikely bond of friendship through a generative experience
of shared narrative. Mistletoe’s drawings are later discovered by her protective father who fears
his daughter is being brainwashed. This imagining appears as an intrusion on the father and
causes him to abruptly sever their relationship. Fidelma suffers the loss just as deeply as Mis-
tletoe. O’Brien describes how the lights dim on their ability to imagine an alternative future,
“At the very last moment, Mistletoe turned and waved. It was a wan wave, identical to when
they first met, a wave bringing the curtain down on their world of make-believe” (210). As the
relationship is severed, her empathic connection with Mistletoe compounds Fidelma’s grief over
losing a child and leaving her more vulnerable and wary of trusting others.
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In “Strangers in Our Mist”, his review of O’Brien’s novel, James Wood suggests that the
local in fiction has become more global, even in a small somewhat cloistered Irish village.
Though the novel begins in Ireland it soon begins to broaden in scope to link smaller, individual
perspectives into larger network of global interconnectedness. A gauze of provincialism may
distract the reader at the outset. Wood argues that through these familiar seeming characters,
we can relate to the unfamiliar more empathically. “7he Little Red Chairs is obviously about
displacement and immigration, obviously about the toll of war and its murderers and victims,
it is also about how the tentacles of globalization reach everywhere, even into the corners of
provincial Ireland” (2016, 11). He notes that through adeptness in writing in a realist fashion,
“O’Brien pays sympathetic attention to many different lives, from ordinary Irish villagers (the
priest, the nun, the draper’s wife) to refugees, migrants, and displaced workers in London” (2).
In her late style, “Her novels [...] no longer scandalize, but they have retained their deeper,
authentic radicalism: they commit themselves to exploring the lives of women as gambles on
freedom and acts of rebellion” (3). Furthermore, Wood reminds us, O’Brien retains empathy
for the supporting roles of women, a descriptive animation of minor characters and a “brilliant
ear for ofthand description, the kind that immediately situates us in a location, or in a con-
sciousness” (4). An example of Wood’s characterization is the description of one of Fidelma’s
allies, Sister Bonaventure. The nun is described as both whimsical and practical at the same
time. “She wore a navy skirt, navy jumper, black stockings and good strong black shoes for the
journeys she made to isolated places, up by roads and bog roads, where she wouldn’t dare risk
her little Mini, her chariot of freedom” (O’Brien 2015, 6-7).

5. Women and Narrative Spaces

Fidelma’s disconnected existence in London leaves her with a desire to seek the compan-
ionship of others in similar circumstances. At a community centre, she eventually finds this
support. O’Brien describes the space as full of “the flotsam of the world, unable to go home,
wherever home is” (203). Through group discussions, an opportunity arises for the women
to bear witness to stories of their fractured lives. Fidelma’s story begins by hinting at the late
capitalist repercussions of Post-Celtic Tiger depression affecting both urban and rural Ireland:
“Many things have changed for the better, more so in the cities; in the countryside there is a lot
of prejudice and they crave scandal as if it were nectar” (ibidem). Details of her circumstances
seem trivial compared to the stories of a collection of refugees, some of whom were survivors
and victims of Vlad’s genocidal war in Bosnia. Reluctantly, she shares her shame to the group
in the form of a confession:

I ruined things for my husband and for our reputation, by being faithless. It turned out that a
new man came amongst us in the guise of a prophet, but he had done an appalling thing, had ordered
and orchestrated thousands of deaths, in his own blighted land. I feel that by having been with him I
am an accomplice to those appalling things. I feel a guilt that is, if you like, counterfeit guilt and so I
stand accused. On my last morning, I stood on a hillock outside the convent, where I had been given
shelter after my downfall, and spoke to the landscape itself, saying I wanted to cleanse my house, my
soul, myself. (215)

This confession, though complicated by her own feelings of complicity with evil, suggests
Fidelma’s willingness to confront the past and develop agency in a space in communion with
refugees escaping their own traumas. Her guilt as a fallen woman in this space begins with
personal narrative. Testimonial sharing dissipates her shame by initiating a form of self-healing.
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She develops a tentative sense of confidence through sharing her experience, perhaps O’Brien’s
acknowledgement that women’s voices are evolving into a more prominent role as storytellers
and writers. In Inventing Ireland, Declan Kiberd offers some historical perspective for what
underlies her motives: “In the literature of the emerging nation, woman reverted to being a
site of contest rather than an agent of her own desire. This created a ‘double colonialism’ that
Irish women experience in the private sphere as well as the public” (qtd. in Weston 2010,
105). Kiberd’s assertion provides context for the complexities of Fidelma’s situation and elicits
empathy for Irish women who are “twice victimized” (ibidem).

In the wake of Mary Robinson’s presidency in the 1990s, Irish women writers grappled
with themes of social change by writing in a neo-gothic style, staging their novels in familiar,
domestic settings. Anne Fogarty describes this as a type of domestic horror, a desire for mobil-
ity and a quest for escape from the home. Underlying this thematic turn was the notion that
women were far less likely to be political or financially empowered by the Celtic Tiger boom
that followed. She argues the neo-gothic novels written during this period “invariably concen-
trate on taboo subjects and use their symbolic resources to probe the fundamental anxieties of
a culture” (Fogarty 2000, 81). In 7he Little Red Chairs, neo-gothic themes re-occur in a new
treatment of the domestic space, the community centre, where women are extracted from their
isolation in the home. Scandalous secrets are exposed outside the home allowing for empathic
narrative sharing among the dislocated.

Within the last fifty years, women’s writing has found a more generative place in Ireland
in the documenting of personal narratives and witness testimonials. Anne Mulhall argues
that articulation of experiences democratizes auto-biographical writing and offers an inclusive
form for articulating the feminist concept of the how the “personal is political” (2018, 383).
In her essay “Life Writing and Personal Testimony, 1970-Present”, women’s voices and access
to representation are varied by class and other forms of institutional power. Mulhall points to
Gayatri Spivak’s observation of witness testimonial as form of expression that crosses bound-
aries of class: “As distinct from autobiography, testimony is the genre of the subaltern giving
witness to oppression to the less oppressed other” (384). In a culture where women’s voices have
been “subordinated and silenced, life writing has emerged as a form for transformation and
inclusion” (383). In 7he Little Red Chairs, Fidelma’s testimonial sharing among refugees offers
an opportunity for her to empathize with other exiles. Opening up about a shared trauma is a
way to articulate and uncover her own inner conflicts by speaking of the shame and feelings of
inadvertent complicity with Vlad’s past crimes. Opening the doors of expression where women’s
voices are “vividly represented [in] spaces and places, in tandem with identity themes [...] work
out boundary-crossing potentials for connection, communication, and change” (Keen 2006,
228). Fidelma finds acceptance for herself and a newfound identity in the community centre.
In the final moments of the novel, she feels she is no longer an exile. “I am not a stranger here
anymore” (O’Brien 2015, 293) she shares in the final chapter, “Home”.

6. Narrative Strategies in From a Low and Quiet Sea (2018)

In From a Low and Quiet Sea, Farouk, Lampy and John are all in their own way exiled
and searching for home and belonging. Donal Ryan’s choice to foreground Farouk at the
outset of the novel is an example of what Edna Longley describes as the Irish writers' move
towards a “cultural coexistence rather than cultural exchange” (qtd. in Estévez Sad 2014, 80).
Reading a news article inspired the author to write a fictional story from the perspective of a
Syrian doctor who loses his wife and daughter on a harrowing boat passage. Farouk, who at



EMPATHY IN EXILE 123

great risk convinces his wife that they must leave Syria and pays a shifty character to transport
them to safety on an overcrowded boat. Ryan suggests within Farouk’s harrowing story there
is an empathic pull of human connectivity. The novel opens with a striking parable: “If a tree
is starving, its neighbours will send it food. No one really knows how this can be, but it is.
Nutrients will travel in the tunnel made of fungus from the roots of a healthy tree to its starving
neighbour” (Ryan 2018, 3).

While crossing the Mediterranean Sea, Farouk’s wife shares an ominous fable with her
daughter about a king who tries to court a suitor with jewels and other amusements. Indifferent
to his charm, she becomes more interested in feeding a small bird who visits her window sill.
The king decides to hire an archer to kill the bird and all birds obstructing his path. Farouk,
uneasy about his wife’s unusual choice of a soothing bedtime story, comforts his daughter by
telling her it’s only a fable, “Its moral is how useless it is to blame others for things not being
as wed like them to be” (29). A passenger then informs the passengers, “There are no life
jackets on this boat. There is no captain. There is no crew. There is nothing on this boat but
us” (30). Adrift in the sea, Farouk’s family and the other passengers are in an indeterminate
void. The boat, formerly a space of potential and hope, waivers and trembles on the open sea.
Gaston Bachelard in his essay “The Dialectics of Inside and Outside”, included in 7he Poetics
of Space, aptly describes how we experience a feeling of disorientation in the precarious border
between home and the unknown. “Intimate space loses its clarity, while exterior space loses its
void, void being the raw material of possibility of being. We are banished from the realm of
possibility” (1964 [1958], 218). Farouk and his family have entered into the space of the exile
who have become as Edward Said’s describes “[...] nomadic, decentered, contrapuntal” (Said
2002, 186). Ryan’s inclusion of fables in Farouk’s story can be employed to imagine alternative
futures other than the instability and the reality of his trauma in the moment. After the boat
tragedy, he begins to revisit the bird fable in order to construct a new narrative of survival.
“Farouk enjoyed the telling of the story. Each time he told it something new occurred to him,
some different meaning [...]” (31).

Ryan’s narrative strategy in From a Low and Quiet Sea differs significantly from the poly-
phonic style of one of his first novels, 7he Spinning Heart. In his 2017 article, “Ruined Futures:
Gentrification as Famine in Post-Celtic Tiger Irish Literature”, Jason Buchanan describes the
novel as one that “unfolds via twenty-one first-person narratives [to] provide a patchwork picture
of post-Tiger life” (62). From a Low and Quiet Sea is paired down to three main characters, all
men, who readers may not anticipate intersecting. After Farouk’s story, told in the third-person,
we next shift to the 23 year-old Lampy, who is unable to actualize or even envision a future
for himself. Lampy is the most realized character in the novel and Ryan utilizes free indirect
style to place us closer to his motivations and inner conflicts. His actions are frustrating as he
can't seem to get out of his own way. Yet as readers, we are privy to his inner conflicts and the
obstacles that impede him, especially the advice he receives from his grandfather, Pop, and a
failed relationship to a girlfriend, Chloe, who leaves him behind in frustration.

In 7he Spinning Heart, characters have difficulty imagining a future in the rapidly de-
clining economy of post-Celtic Tiger Ireland. Buchanan argues that fiction during this period
re-enacted some of the themes of social and economic paralysis of the mid-nineteenth-century
Irish famine. The novel depicts a place where “rituals and routines are disconnected from a
grounded relationship to the space on which communities construct their identities. Ideas of
home, space, nation, and community are reduced to a system that uses land as a mechanism
to accumulate capital” (53). In his latest novel, Ryan engages with the inherited repercussions
of Ireland’s “ruined futures” more closely. By depicting the intersection of unlikely strangers
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drawn into despair by the circumstances of fate, he begins to include and empathize with the
displaced “other” who is trying to make a foothold in Ireland’s precarious economy.
p ying P Y-

7. Fairy Tales, Thisness and Order

In the next section of the novel, Lampy innocently reminisces about his love connection
though a fairy tale. “The first conversation he'd ever had with Chloe was about the three little
pigs” (Ryan 2018, 60). In this scene we witness Lampy’s naiveté, as Chloe impresses him with
a riff of alternative endings to the 7hree Little Pigs, seeming to prefer the most fatalistic of the
lot. Lampy is seduced by her audaciousness and falls quickly into infatuation. He fails to see
how Chloe’s ability to write her own preferred ending of a story foreshadows his own life’s
trajectory which leads to frustration and disappointment.

Chloe and Lampy’s relationship is short-lived and he attempts to deny the devastation of
his wounded heart. She leaves their village for a brighter future at Trinity College and natural-
ly finds a more compatible mate. We wonder, was he being manipulated by Chloe when she
breaks off her relationship with him? Ryan’s free indirect style draws us into the character’s inner
thoughts describing bodily details to intimately engage the reader with his emotional state of
mind. When Lampy thinks of Chloe he catches himself in a state of despair: “He was stopped
on the stairs now, halfway down, and the knuckles of his left hand were white from the force
of grip on the bannister. The thought of Chloe always stopped him, paralysed him” (61). After
the breakup, Lampy is speechless: “There was a lump in his throat, an actual lump, and it was
blocking his windpipe, it seemed because he was having trouble breathing properly; his heart
was beating hard and irregular in his chest [...]” (63).

We can empathize with his humiliation when Ryan focuses on the minor details acutely
felt in Lampy’s mind and body. As he pleads with Chloe to take him back after running into
her at a take away counter, he is outnumbered by a number of her family members and friends
who try to diffuse the situation. This compounds his isolation and desperation. In How Fiction
Works, James Wood describes the concept of “thisness” as “any detail that draws abstraction
toward itself [...] or any detail that centers our attention with its concentration” (2008, 67).
The emotion of the scene is rendered in Lampy’s run on, inner monologue and lack of bodily
control as he slips on a ketchup sachet:

Her brothers stood between them in the chipper, blocking him, saying, Come on Lamp, don't be
stupid, we don’t want to fall out with you. And he took a swing at the eldest lad and missed, and he
slipped on a ketchup sachet someone had opened and dropped, and he'd hopped off the floor of the
chipper and the whole place laughed at him, and he saw from the ground that Chloe was standing near
him and she was looking straight ahead and she had her hand to her face and her friend had her arm
around her, as though to protect her, and he was saying, Chloe, please, just come outside with me a
minute [...]. (Ryan 2018, 64)

Wood traces this idea of “thisness” or haecceitas from the medieval theologian Duns Scotus.

Ryan’s “concentration” on the ketchup sachet in this scene draws us from the abstraction of
the mind into a concrete form of “thisness”. The scene continues to compound his humiliation
as he ends up in an altercation with a foreign worker who tosses him out on the sidewalk. We
begin to empathize with his heightened state of anxiety. During this expulsion, he describes
his humiliation, “he was saying something in a high-pitched voice and Lampy couldn’t make
it out so he swung again and missed again and the chipper lad had him in a chokehold and he
was out the door and in to the street and he was falling, falling” (ibidem).
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Lampy later reflects on a time when he returned home and overheard his grandfather,
Pop, downstairs on the phone chastising Chloe’s mother about the whole affair. In this scene,
we learn how protective Pop is of Lampy: “He thought of the day Pop rang her mother. What
possessed him?” (65). Frustrated, he hurriedly interrupts the call and lashes out at Pop who
“was on his back foot, wordless now, embarrassed suddenly, and Lampy nearly hit him but he
caught himself in time, and instead he said I'm not your boy Pop. I'm not your boy. And he
left those words between them and he went out the door, and his grandfather didn’t call him
back” (65-66).

The question of the identity of Lampy’s father underlies the secrets that paralyze the two
characters in this chapter. Lampy’s frustration and Pop’s inability to legitimately act in the role
as a parent are a central conflict in the novel. What we learn in the penultimate section of the
novel is how Lampy, John and Farouk intersect. In the only first-person testimonial, “John”,
Ryan shifts the tone again in the third section. Though it is not clear why these narratives are
separated, we become immersed in each man’s story. Ryan’s use of both free indirect style and
first person narrative are central to his empathic treatment of each man’s struggle.

“John” begins with a self-reflective confessional as a way to seek redemption. “This confes-
sional is fine and wide [...]” he proposes, suggesting we are about to embark on a long, sordid
and self-indulgent passage through the far reaches of his mind, “Bless me father, for I have
sinned. I'll tell you them in order, one by one, and the roll of them is short, though each one
might be made of a hundred parts or more” (105). One of reasons for his need to unburden
himself stems from the trauma of losing his beloved older brother, Edward. This formative
relationship and the subsequent loss of his beloved mentor still impacts him in adulthood:

He was beautiful, even I knew that, and I only a wobbling grey gosling in the corner of the field he
commanded, adoring him. I knew my parents loved him best and I didn’t care; sure, how could it been
otherwise? I had a devilish knack for it. (109)

John'’s first person narrative is as Wood describes “generally more reliable than unreliable”.
From this point of view, the character “tells us his story from a position of belated enlighten-
ment” (2008, 5). By showing us a long view of his life and in the form of a confessional, we
are more intimately acquainted with him as if he is sharing a testimonial.

Reading From a Low and Quiet Sea, writer Martina Evans was reminded “of something Sylvia
Beach said about James Joyce, ‘He told me that he had never met a bore’, I don't think Donal
Ryan ever met a bore either, because he can blow attractive life in any number of characters, no
matter how compromised, mean or dreary” (Ryan 2017). He manages to make unsavory men
likable and multi-faceted. Suzanne Keen describes this as “authorial empathy” (2006, 215).
With John, where there is little to empathize in how he conducts his life, Ryan uncovers how
his hardened exterior is grounded in a buried childhood trauma.

As John experiences turbulence on a flight, he begins to reflect on the consequences of his
compartmented and unethical life as a lobbyist. He even qualifies his confessional to God as
“offering this not in mitigation but only by way of explanation” (Ryan 2018, 106). He witnessed
his father accumulate farmland in order to busy himself out of grief, even if it meant taking
advantage of down and out farmers. We see how John takes a cue from observing his father and
is driven to be a cold-hearted businessman. By doing so, he associates this direction in his life
with a turn away from morality. The indoctrination into and seduction of the lure of capitalism
is described in this passage, “I was given a tour of the vaults of a bank one time years later by a
man who said he didn’t believe in God [...]. He put gold in my hand, that shining standard, a
bar of it, and I felt its coldness on my skin, leaking into me (107). The man he calls “the little
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alchemist”, sells John the bar of gold for 40,000 pounds. He takes it out from time to time
wishing for it to magically become a calf: “standing on my hands, placid and sinewed, graven
by some magic from the gold, gleaming in a lightless place” (ibidem). Here, John engages a
distorted imagined future in a myth of his own redemption.

For Farouk, Lampy and John, fables and fairy tales become an alternative narrative intersecting
their own precarious fate, and a way to construct order out of the chaos in their lives. Historically,
mythmaking has been a way to create meaning in times of crisis. In his 1923 essay “Ulysses, Order,
and Myth”, T.S. Eliot defended James Joyce’s use of Homer’s Odjssey as a structural device. He
suggested myth is “simply a way of controlling, of ordering, of giving a shape and a significance to
the immense panorama of futility and anarchy which is contemporary history” (5). Representing
the contemporary moment in fiction presents a set of analogous challenges. Indeed, the characters
are searching for a way to establish control in their uncertain futures and with mythmaking, fairy
tale and storytelling, they attempt to envision a future however they can construct it.

8. Intersections

In the final section of From a Low and Quiet Sea, “Lake Islands”, Pop, also known as “Dixie
Shanley,” sets out on a walk where in free indirect style ruminates about his recent conflict and
frustrations with Lampy. While opining to himself about his colorful neighbors, Mickey Briars,
Ad Foyle and Herbie Grogan, he reflects on the quality that he most values in his grandson, a
bond he shares with Lampy more than with his own daughter. “All the stories he had from last
night were still untold, except to his daughter, but she didn’t appreciate them, and damped the
punchline always down to nothing, because in fairness to the boy he appreciated a good story,
he got a kick out of some of the yarns he brought home from Ciss Brien’s or the Half Barrell”
(Ryan 2018, 157).

Ryan’s use of the stream of consciousness to render his character’s inner thoughts as well
as Dixie’s hyperbolic storytelling are grounded in his ability to tie language to place. He also
pays close attention to the humor of the syntax of rural dialects to draw out the specificity of
his characters. In an interview written after his novel A/l We Shall Know, which is set in his
hometown, in North Tipperary, Nenagh, he elucidates on the specificity of place to render a
character’s voice. “I think [humor] often arises from the places my fiction is set and the way
people communicate. We retained the syntax and inversions and tendency towards high drama
and obfuscation and hyperbole of the Irish language in rural Ireland, and overlaid it to spec-
tacular effect on our English. We speak in stories and play and joke and lie in every sentence
[...]” (Ryan 2017).

In the conclusion, Farouk, the widowed Syrian doctor, reappears as a semi-integrated “lo-
cum” at the hospital where Lampy’s mother Florence works. He begins an unlikely courtship
with her, offering to take her on drives throughout the countryside. This relationship uncovers
a divide between the older, more conservative and the younger socially liberal generation’s views
towards the immigrant entering Ireland. Pop rewrites how a more traditional nationalist might
read the “shadowy other”, Farouk. As he arrives home, he sees two figures seated at the kitchen
table and at first glance conjures an idealized image of an Irish family enjoying dinner by the fire.
He believes the man sitting with his daughter is his grandson, but as he approaches, he realizes
it is indeed Farouk and decides to let Florence have some space. Pop begins to reconcile his
idealism about his Irish family hearth scenario at the dinner table and questions his assumptions
about the plight of the refugee, his own ignorance and complicity in their exile. This passage
suggests a more optimistic, liberal acceptance of another kind of blending of the Irish family:
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Every foreigner had a story, a lament, and they had all to be taken with a pinch of salt or, even better,
not at all. He wondered how it would go a Ciss’s if Florence married a foreign Johnny, after all the jokes
cracked he'd heard cracked there and all the jokes he'd cracked himself and all the talk along the years
about keeping them out, about there not being space enough for all the maddening hordes [...] The
loudest mouths of all were the ones whod never done a hand’s turn their whole lives. (Ryan 2018, 161)

9. Conclusions

As outlined in a number of arguments in this essay, Edna O’Brien’s 7he Little Red Chairs
and Donal Ryan’s From a Low and Quiet Sea employ affective narrative strategies by foreground-
ing exiled characters in a state of instability. With the globalization of Ireland, comprehensive
anthologies such as Literary visions of multicultural Ireland.: the immigrant in contemporary Irish
Literature (Villar-Argdiz 2014) reflect this emerging form of representation. Some scholars urge
others to include narrative empathy in a discussion of the exile in Irish literature. Katherine
O’Donnell’s essay in this anthology “The Parts: Whiskey, Tea and Sympathy,” analyzes empathy
in author Keith Ridgway’s second novel. She discusses the history of “Irish empathy for black
people” as being a key component in the construction of Irish political and cultural identity
(188). The idea of “feeling with” the subject, and more generally the study of affect, she notes,
is a dynamic interdisciplinary conversation beginning to evolve in a number of disparate fields
such as literature, neuroscience and literary studies (199). O’Donnell urges more scholars to
consider feminist scholar Breda Gray’s work in this area as a way to employ empathy and affect
for an “ethical response” to Irish literary criticism. Gray’s essay, “Remembering a ‘multicultural’
future through a history of emigration: Towards a feminist politics of solidarity across difference”
(2004), engages well with Edna Longley’s concept of “cultural coexistence” rather than merely
a cultural exchange to strive for new possibilities of representation.

As Gray points out, ethical questions arise in the analysis of literature written by authors who
represent foreign subjects in their work, especially in the stories of the vulnerable and displaced
refugee. However, employing feminist theory modeled on solidarity involves self-reflection. She
notes, “empathy can involve identification that assimilates the other into the self, or identifi-
cation that maintains the distance between the self and the other. When discussing empathy,
therefore, the question of identification also arises. Identification as it operates across discourses
and cultural differences has been a central concern of feminist theory for some time because of
its centrality to politics, solidarity, and action” (421-422). Certainly Ryan and O’Brien’s novels
demonstrate the role that gender plays in the exile’s ability to adapt in their new homeland and
complicates our ability to apply fixed identity to another. An ethical response could be adapted
for a gendered analysis of both novels. One might ask: had Farouk been a woman in From a
Low and Quiet Sea, would he be able to imagine a future such as one that he might experience
with Florence? We might imagine how O’Brien might re-write Fidelma’s character in 7he Little
Red Chairs if she were a displaced refugee repairing her life in Ireland.

Identity continues to remain a subject of reflection for writers in a time of transition for
postcolonial Ireland. In an interview with Caitriona Moloney, included in Margarita Estévez
Sads article “Transnationalism and Transculturality in Twenty-First-Century Irish Novels”, the
author Eilis Ni Dhuibhne posited that postcolonial societies are in a continued state of ques-
tioning. In her novels, she remarked, this search is central to a postcolonial binary identity and
a central theme of the contemporary fiction emerging out of Ireland. “I am interested in the
duplicitousness, a split personality of the Irish psyche [...]. Irishness is so dualistic: the duality
of the North and South, Irish and English, Catholic and Protestant” (5-6) In Fox, Swallow
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and Scarecrow, she engages with the complications of this dual identity in relation to the other.
The novel “resolves to stage national and transnational identities as contacts and clashes feature
prominently” (6).

In the article, ““The best banned in the land’: Censorship and Irish Writing since 19507,
Donal O Drisceoil reminds us of the challenges that contributed to issues of self-expression
and identity for contemporary writers such as restricted access to publication. “[S]tate censor-
ship that had cast a shadow over the Irish Literary landscape since 1930 eventually began to
lift in the late 1960s” (2005, 146). The backlash against this mostly symbolic “Censorship of
Publications Acts” (1929-1967) and the public hearings of the censorship board of the 1960s
forged a new path for a younger generation of writers, including Donal Ryan. According to
O Drisceoil, O’Brien, whose books were banned in Ireland in the 1960s, and McGahern who
lost his teaching job after his novel 7he Dark (1965) was published, were instrumental in this
cultural shift and its subsequent removal (157).

For Donal Ryan, reading John McGahern’s novel Amongst Women (1990) was one of his
primary inspirations to become a writer. As he remarked in a 30 March 2017 article, McGahern’s
writing had “a particular quality, beyond the limits of empathy, beyond the boundaries of easy
explanation” (Ryan 2017). By studying McGahern’s writing style, Ryan discovered a guiding
principle for the stories of others in empathy. He suggests the universality of stories come from
“common motivations and impulses, to love and be loved, to survive, to propagate, to find
meaning for ourselves” (ibidem). Reflecting on McGahern’s work, he learned to avoid absolute
certainty and appropriation noting: “All fiction is guesswork [...] each of us experiences the
world in our own unique way, and none of us can be certain of the quality of the next person’s
experience” (ibidem).

In the foreword to Literary Visions of Multicultural Ireland, Declan Kiberd provides a
historical framework for the continued emergence of what he posits as the “worlding of Irish
writing” (2014, xii). However, his assertion that the “worlding of Irish writing” may have started
long ago, it gives us a historical underpinning for a re-emergence of empathic representations of
the exile occurring in contemporary Irish writing. Kiberd looked toward writers of the past to
uncover how this trend is more deeply rooted in the Irish psyche. How is it that writers living
in a more monocultural Ireland and “perhaps because of this” he writes, “managed to explore
alterity?” (xvi). He urges, “If you want accounts of negotiations with the Other, you only have
to read Gullivers Travels, Castle Racknet, |...] Ulysses, Beckett’s writings and of course those
of John McGahern” (ibidem). For further accounting of the expression of alterity, he looked
for clarification from McGahern himself in order “to explain how a traditional Ireland that
seemed monocultural could nonetheless produce so many people able to imagine all sorts of
persons quite unlike themselves” (xvi-xvii). McGahern recounted his experience of growing
up in Leitrim in the 1940s was in a sense a “rehearsal for emigration” (xvii). In McGahern’s
time, Kiberd notes “between 1921 and 1985 one in every two persons born in the Irish state
had to leave it” (ibidem). Travelling ten miles by bike to another village, had felt like being in
a foreign country, McGahern remembered: “The people’s way of walking as well as talking,
of holding their heads and moving their bodies — it was all so different that what you knew”
(ibidem). Perhaps these formative observations had prepared him for an exceptional ability to
stand in another’s shoes and write with empathy on the experience of the other?
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these performances were in Yiddish and staged at the Abbey Theatre. After some sporadic
gatherings and performances over the next decade, most notably resurfacing as the Dublin
Jewish Dramatic Circle in 1919, the DJDS was formed and ran consistently for some three
decades from the 1920s to the 1950s staging plays by notable playwrights in both English and
Yiddish. Of its entire history, the 1908 origins of the society and the post War of Independence
period of the 1920s provide the richest materials for a fruitful exploration and investigation.
The main object will be to place the society and contextualise the plays performed within the
socio-political and cultural milieu of Ireland during the early decades of the twentieth century.
It will also seek to establish the extent and success to which theatre provided a public voice to
Ireland’s largest non-Christian minority group of the time.

The main difficulty with this subject area is the lack of primary sources, particularly scripts
that are either lost or to date have yet to be recovered. Another issue is that, although there
are a few examples of surviving home grown Irish Jewish drama, most of the works performed
were cultural imports. But there are still cultural and socio-political contexts against which the
advent of Irish Jewish theatre can be examined. There is, for example, evidence of Irish Jewish
engagements, dialogues, and disputes with Irish Nationalist movements such as the Gaelic League
and causes such as Home Rule. There are also parallels invited by the language question as it
pertains to both Irish and Jewish cultural identity, particularly how similarities in the perceived
roles in respective languages may have helped rehabilitate the image of Jews, especially in the face
of propagandist Irish anti-Semitism of the late nineteenth, early twentieth century. Likewise,
there are parallels invited by the choice of Yiddish drama performed, particularly in relation to
two of the Abraham Goldfaden works staged at the Abbey Theatre in 1908, which unfold along
similar patriotic lines as dramas of the Irish Literary Revival, and indeed also invoked a centuries
old Irish nationalist literary tradition of analogy with the Ancient Maccabees, or Jewish rebels
against imperialist oppression. The article will conclude with a brief outline, a commentary on
dramas performed by the Dublin Jewish Dramatic Society throughout the 1920s, and with a
brief examination of home grown Irish Jewish dramas, particularly focused on the surviving
works of two playwrights, Esther Morris (Mofsovitz) and Emil Slotover.

Irish Jewish theatre has been afforded some cursory attention within the burgeoning field
of Irish Jewish studies. As a cultural phenomenon, however, it has yet to be adequately docu-
mented, let alone thoroughly examined, resulting in a somewhat vague and frankly uninterested
impression of a very minor theatrical phenomenon operating unnoticed at the margins of Irish
society. True, Irish Jewish theatre will never be afforded the elevated position and consideration
given in particular to the national theatrical movement of Yeats and Lady Gregory in terms of
its overall significance in relation to Irish theatrical history. But as a medium for affording a
platform for cultural expression to Irish Jewry alongside its entertainment value, Irish Jewish
theatre most certainly warrants greater attention. There are of course reasons behind the scholarly
neglect this subject has suffered, not the least being a dearth of research sources and materials.
This has led in turn to a degree of indifference, casual assumptions and even inaccuracies in
reportages pertaining to society activities. For example, in his pioneering social history, 7he
Jews of Ireland: From Earliest Times to the Year 1910 (1972), Louis Hyman mistakenly dates the
performance of Abraham Goldfaden’s Bar [Kjochba, one of the eatliest society productions, as
1902 instead of 1909. That this is patently wrong requires no more evidence than the fact that
the Abbey Theatre did not open its doors until 1904. Hyman accurately dates the performances
of Goldfaden’s Shulamith in 1908 and Die Zauberin in 1910, but as his social history draws to
a close by 1910, he has little more to say on the subject of Irish Jewish theatre, besides listing
the leading cast of Bar [KJochba as a “Mr L. Briscoe taking the title role [of Bar [K]ochba],



JEWISH DRAMA ON THE IRISH STAGE 135

Mr Antanovslci as Pappus, the dwarf intriguer, and Miss Minnie Cohen as Dinah” followed
by naming the “Rev Simon Steinberg” as director of the 1910 production of Die Zauberin
(1972, 340).

Ray Rivlin has more to offer, contributing two paragraphs in her Shalom Ireland: A Social
History of Jews in Modern Ireland (2003) to the DJDS. She notes the formalising of the society
by Larry Elyan, and how it “became a feature of Jewish cultural life from the mid-1920s to the
mid-1950s, when productions became more spasmodic before petering out” (Rivlin 2003, 110).
But by far the most significant work on Irish Jewish theatre to date is Irina Ruppo Malone’s
“Synge, An-sky, and the Irish Jewish Revival” (2014). Malone, for example, argues correctly that
Irish Jewish Theatre is a “forgotten chapter” in the history of Irish theatre more generally, and also
raises the highly significant issue of alignment between “the Irish Literary and Dramatic Revival
and the Yiddish Theatrical Renaissance [as] reverberations of a pan-European phenomenon”,
but notes that “they are usually thought of as separate, if not ethnically-pure movements, rather
than intersecting cultural trends” (Malone 2014, 17-18). This Malone attributes, at least in part
to “the longevity of the myth of national ownership of national drama” which has relegated the
“cultural oddity” of Yiddish drama at the Abbey Theatre to the margins of Irish theatre history
(17). But most importantly, Malone’s essay illuminates, as she puts it, the “chance to examine
a dialogue between two theatrical cultures, each shaped by its own distinctiveness” (ibidem), a
prospect this essay will in turn continue to explore.

Given that both the Irish Revival and Renaissance of Yiddish theatre, happening con-
currently whilst immersed and equally invested in the politics of place (or lack of in diasporic
literatures), language, patriotism and identity, it follows that Malone would make the, albeit
tentative, suggestion that the younger members of the Jewish Dramatic Society especially were
keen to invite parallels and suggest similarities between “their productions and the patriotic
drama of the Abbey” (19). There is indeed evidence of this, but Malone is wise in her caution
insofar as she does not commit to categorising Irish Jewish theatre as afhiliated specifically with
Irish nationalism. Irish Jewry had notable Irish Nationalists within its ranks in and around
1908: figures such as the controversial novelist, Joseph Edelstein, author of 7he Moneylender
(1908), who as a member of the Gaelic League, the Dublin and County Liberal Association and
the Young Ireland branch of the United Irish League, spearheaded the short lived Judzo-Irish
Home Rule Association in 1908 alongside Arthur Newman and Jacob Elyan. But the extent
to and capacity within which Edelstein was afhliated with the DJAOS remains unknown. He
did submit a short note to the editor of the Evening Telegraph on 14 October 1908, suggesting
some form of official status in his claim to have been authorised by the Jewish Amateur Opera
Company president, the Rev. Gudansk,“to state that a portion of the profits derived from the
play, ‘Bar Kochba,” now being played at the Abbey Theatre, will be devoted to the Dublin
Distress Fund” (Edelstein 1908, 2).

Edelstein was one of the most prominent political figures on the Irish Jewish political
stage, or at least the most publically vocal, and regularly expressed loud support for Irish
Nationalism which he implicitly parallels with Zionism, the latter of which was generally
endorsed and supported by Irish Jewry. His purportedly official letter on behalf of the DJAOS
would thereby associate the dramatic society with Edelstein’s particular brand of Irish Jewish
politics. Jewish charity had an important, if often overlooked, history in Ireland. Baron Lionel
de Rothschild, for example, had organised a substantial famine relief fund (believed to be in
the region of £8,000) in 1847 (see Shillman 1945, 50; Hyman 1972, 119-120). A Freeman'’s
Journalarticle on the “Jewish Amateur Operatic Society” of 25 August 1908, also highlights the
“purely philanthropic basis” upon which the society was formed, and indeed would sustain as
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the DJDS from the 1920s to the 1950s. The ethos of the society is thus outlined as pertaining
to “some charitable organisation, not necessarily Jewish, such as a hospital, a board of relief
for the indigent poor, or to assist destitute Jews in any part of the world”. The example of Telz
(Yiddish for Telsiai) in the Kovno region of Lithuania, from which it is reported many Irish
Jews derived their ancestry, is given on account of the great fire that decimated the town in
1907 (Anon. 1908h, 5).

Edelstein’s extension of this philanthropy to the Dublin Distress Fund is entirely consistent
with the society’s ethos; but it also mirrors his wider political commitment to Irish Home Rule as
outlined in Edelstein’s declaration on behalf of the Jewish attendees at the inaugural meeting of
the Judeo-Irish Home Rule Association at the Mansion House, Dublin, on 10 September1908
“to support such measures that will tend to secure for the people of Ireland a full grant of
self-government, such as is accepted by the Irish Parliamentary Party, and in general to promote
the welfare and prosperity of Ireland” (Anon. 1908i, 2). But Edelstein did not speak on behalf
of all Irish Jewry, so the temptation to view his politics as either accurately or fully reflecting
the agenda of the DJAOS must be treated with caution, especially when reading the society’s
choice of production within any Irish political context. Edelstein had support, but he also had
public detractors, such as Dr. Philip Wigoder, who considered afhiliation with Irish Nationalism
detrimental, if not downright dangerous to Jewish interests or even political security.

Heather Miller Rubens’s essay, “Rebellious Jews on the Edge of Empire: The Judao-Irish
Home Rule Association”(2018) offers a thorough commentary on the conflict and controversies
of the dispute in which Wigoder led the opposition to Edelstein’s attempts to commit Irish
Jewry to the Home Rule cause. He attended Judzo-Irish Home Rule Association meetings
and published letters in the English Jewish Press, most notably “Jews and Home Rule” in the
Jewish Chronicle (1908a, 21) and “Jews and Politics” in the Jewish World (1908b, 16), arguing
that “Irish politics are largely a matter of religion, and the danger of religion is only too well
known. Hence, the advisability of steering clear, as a religious body, of all local political ques-
tions” (cited in Rubens 2018, 99). The issue was not one of dictating political involvement
on an individual level, as all individuals were free to pursue their own political interests and
inclinations. The opposition was instead to attempts to collectively afhiliate Irish Jewry directly
with the Home Rule cause. With such an opposition in mind, it becomes apparent that giving
Irish Jewish theatre an Irish Nationalist gloss is far from straightforward, even if the subject
matter involved strongly invites such parallels. Malone is thus particularly conscious of this
pitfall when she speculates on whether the appeal of idealised revolution in Yeats and Lady
Gregory’s Kathleen Ni Houlihan (1902) might have inspired the DJAOS to perform Goldfaden’s
patriotic revolution drama, Bar Kochbas; or, the Son of the Stars, at the Abbey Theatre in October
1908 (Malone, 2014, 19).

But Home Rule was not the only political issue at play. The Goldfaden plays were per-
formed in Yiddish at a time when the language question was highly politicised. Indeed, both
Yiddish and Hebrew had been politicised within the pages of the Gaelic League newspaper,

' According to available newspaper reports, the DJDS would subsequently donate its proceedings to the
“Ukrainian Jews' Relief Fund” (1922; 1925), in aid of a new Synagogue (1925), the Jewish National (Palestine
Restoration) Fund (1926; 1928), the Royal Victoria Eye and Ear Hospital on Adelaide Road (1928), the Jewish
National Fund and Dublin Talmud Torah (1928), the Jewish National Fund and the new Dublin and National
Schools (1934), the Dublin Hebrew Schools and Dublin Ladies’ Charitable Society (1935), amongst undoubtedly
others. The scope and consistency of DJDS charity warrants further research in its own right, especially with regard
to its contributions to the Jewish Youth Refugee Organisation (JYRO) during the war years from 1938 to 1947.
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An Claidheamb Soluis, since the turn of the century. The “Business of the Hour” section of
20 January 1900 edition, for example, expresses indignation that Jews in Ireland have been
granted permission by the Board of Education “to introduce the bilingual teaching of English
and Hebrew in their primary schools” whilst the teaching of Irish continued to be supressed,
asking, “can any man of Irish blood and feeling do otherwise than rise in revolt against a sys-
tem that grants to a handful of foreigners and to foreign language privileges that are denied to
700,000 Irish-speaking people, nay, to all Ireland and to the national language of the country?”
(Anon. 1900, 712). Similar arguments and complaints would continue to be made over the next
number of years. Yet, the staging of four Yiddish plays at the Irish National Theatre over the
space of two years appears to have went without comment or objection from within the ranks
of the Gaelic League. This is remarkable in itself, not least given the controversies of “Playboy
riots” surrounding John Millington Synge only a year prior in 1907. If An Claidheamb Soluis
was prepared to complain about foreign languages in Irish schoolrooms, one would suspect at
least some comment on Yiddish drama being performed on the Irish National Stage.

The fact that no such objection appears to have manifested may be due at least in part to
the development of a coinciding political dialogue embraced by both Irish Nationalists and
many from within Jewry in general (rather than specifically within Ireland) that placed language
at the centre of respective national identities. Hebrew especially would come to appeal to Irish
language activists from within the Gaelic League for the parallels it would invite with their own
campaign to position the Irish language as fundamental to Irish national identity. This was once
more in no small part due to the efforts of Joseph Edelstein, who delivered an address on “The
Gaelic League” decrying the decay of the Irish language at the hands of the National School
system in November 1907, thereby bringing Irish and Jewish language together on the same
political stage. Edelstein lauds the inclusiveness of the association, which he claims welcomes
“Protestant or Jew, or even Turk” (Anon. 1907, 7). Edelstein was not the only Jewish voice on
the subject. In attendance also, amongst others, were Abraham Weinronk, a 23 year old Rus-
sian Jewish emigrant and master baker of Clanbrassil Street, Dublin (1911 Irish census), Elias
Weinstock, a 41 year old Russian Jewish emigrant and draper of Longwood avenue, Dublin
(1911 Irish census), Edelstein’s 17 year old brother, Hyman Edelstein, who would shortly after
immigrate to Canada, becoming a poet and active Zionist in Ottawa.

It is reported that Edelstein’s address was warmly received, particularly his view that ex-
clusion and suppression of the Irish language in favour of English, a “foreign language”, was
“detrimental to the best interests of the country” (ibidem). Typical debate ensued both arguing
that the Gaelic language was “retrograde”, the revival of which a potential cause of “civil strife”,
countered by the argument that it “was Liberal policy to support everything that stood for free-
dom” (ibidem). In a curious turn, a named attendee at the debate, Charles Stephens, invoked
the “lost tribes” legend to emphasise solidarity between the Irish and the Jews; but a more
interesting position was presented by “Mr A. M. Zaaks”, who consolidated the Irish-Hebrew
parallel by arguing “no nation could exist without its language”, citing a Hebrew saying that “If
we have our language, no one can rule us”. His argument that “a great deal of the solidarity of
the Jews was due to the fact that they had preserved a language of their own” (ibidem) reportedly
received great applause. The fact that this came from the president of the Dublin Young Men’s
Zion Mission is of particular significance, given that the DJAOS were most certainly Zionists
and were performing the Zionist drama of Goldfaden, even if the nature and extent of the
society’s affiliation or sympathy with Irish Nationalist causes is in question.

Indeed, as was the case with Philip Wigoder’s opposition to Edelstein’s efforts to present
the agenda of the Judeo-Irish Home Rule Association as generally representative of Irish Jew-



138 BARRY MONTGOMERY

ry, there were dissenters from Edelstein’s position. Abraham Weinrock, for example, argued
during the meeting that “the prevalence of different languages merely brought disunion among
the people” and that “it was antipathy to the English people that was so much against Ireland
at the present time”. Edelstein responded with an unequivocal statement that “Ireland had
every right to cry for her own flag and liberty [and that] National decay followed the loss of
a nation’s language” (ibidem). Edelstein’s narrative was subsequently mirrored by the Gaelic
Leaguer, Rev. Patrick F. Kavanagh, author of A Popular History of the Insurrection of 1798 (1898)
and a Gaelic League pamphlet, “Ireland’s Defence: Her Language”, during a League speech
in Wexford in July 1908 reported in An Claidheamh Soluis. Kavanagh had long argued that
language was vital to nationhood, so statements such as “Kill the Irish language and you kill
Irish nationality” come as no surprise; but he also argues that “the Irish language in point of
antiquity vies with the Hebrew, the oldest of known languages”, and that “the Jewish people
have preserved their venerable tongue, although they lost the heritage of their ancestors and
the temple of their faith nearly two thousand years ago. Hence they have still a distinct exist-
ence; they are a nation — though a disinherited one” (Kavanagh 1908, 11). The same he argues
is true of the Romany people, but in an unfortunate shift in tone, Kavanagh reinscribes the
otherness of the alien outsider by asking indignantly, “will the once proud and renowned Irish
race, so famed for learning, for valour, for virtue, be inferior in linguistic fidelity to Jew and
gypsy?” (ibidem). But the discourse would continue and strengthen, a 1909 article on language
and Home Rule, “The Language of the Outlaw”, citing a lecture delivered the previous year
by the Dublin Protestant barrister and author of “The Irish School of Oratory” (1897), John
E Taylor, in which he compares “the position of the Irish language under English rule to the
position of the Hebrew language under Egyptian rule”, invoking the Irish Jewish analogy in
which linguistic suppression becomes a metaphor for oppression (8)*.

An Claidheamh Soluis would then go on to reprint an excerpt from a lecture by the German
Jewish scholar, Ruben Braining, “Language a National Factor” under the title, “Language and Unity
of Race: the Jews and Hebrew” in February 1909. Braining makes almost precisely the same case
and series of points for Hebrew as the language of unified Jewish nationhood as Patrick K. Kavanagh
does for Irish, arguing that if the Jews “maintained their language [Hebrew] as a living language
their people would live” (Braining 1909, 11). Braining also demotes Yiddish to “a jargon which
would soon be forgotten” (ibidem), a position consistent with late nineteenth and early twentieth
century linguistic movements advocating Hebrew as the language of Zion that sparked a language
war between champions of respectively Hebrew and Yiddish as the language of the Jewish people.
But it is highly unlikely if any general distinction outside of scholarly circles would have been
made differentiating Yiddish from Hebrew in Ireland circa-1908 when the first Goldfaden play
was staged at the Abbey Theatre. Jews were frequently referred to as “Hebrews”, whilst Hebrew and
Yiddish, if they could be told apart, would have been viewed simply as Jewish languages. The fact
that Hebrew was the medium of religious ceremony and intellectual scholarship, whereas Yiddish
was the common tongue of the diaspora would most likely have been lost on most. If there was
little differentiation to be made between Hebrew and Yiddish from a non-Jewish perspective, and
the language parallel outlined above was indeed pervasive, then it might very well be the case that
Gaelic League silence on the Goldfaden performances at the Abbey Theatre was indicative of a shift
in narrative that accepted the legitimacy of Yiddish drama on the Irish stage as an expression of
Jewish cultural identity that mirrored the same Irish expression of identity through Gaelic drama.

2See Abby Bender, Israelites in Erin: Exodus, Revolution, & the Irish Revival (2015) for a full account of the
invocation of Egypt as metaphor for oppression in Irish discourse.
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If this was indeed the case, and considerably more research would be required to verify
such a conjecture, then the shift was highly significant indeed. Currently, evidence either way
is circumstantial at best. But to simply assume that several Yiddish theatre performances in
Dublin over the course of two years simply went under the radar fails to consider the levels of
anti-Semitic rhetoric present in Irish cultural discourse during the period in question, which
amounted to much more than crying foul over school language provisions. Indeed, Irish Jewish
scholarship has only recently begun to fully challenge the narrative of Irish tolerance in this
regard, a narrative centred to a large extent on a correspondence between Daniel O’Connell
and the Jewish emancipation leader, Isaac Goldsmid, from September 1829, in which the Lib-
erator thanks Goldsmid for congratulating him on his Clare election. O’Connell voted for the
removal of disabilities then imposed upon the Jews in Britain and Ireland that prevented them
from holding political office amongst other privileges of citizenship on the grounds that they
could not take a Christian sacramental oath. Through O’Connell a parallel and affinity was
thus established in which the “Jewish Question” and the “Irish Question” became aligned in an
informal coalition jointly campaigning for both Catholic and Jewish emancipation. O’Connell
famously encapsulated the spirit of this common cause in his letter to Goldsmid which reads,
“Ireland has claims on your ancient race, as it is the only Christian country that I know of
unsullied by any act of persecution of the Jews” (qtd. in Shillman 1945, 75).

The “Cyclops” episode of James Joyce’s Ulysses (1922), set in 1904, is probably much closer
to the actual experience of Jews in Ireland during that period, wherein the Jewish Leopold Bloom
is subjected to anti-Semitic abuse by the Irish Irelander Citizen who repudiates Bloom’s claims to
Irish identity. When asked why Bloom was Jewish, Joyce replied with the oft-cited “because only
a foreigner would do. The Jews were foreigners at that time in Dublin. There was no hostility
toward them, but contempt, yes the contempt people always show for the unknown” (Joyce to
Mercanton, qtd. in Nadel 1989, 139). Bloom’s birth claim to Irish national identity is thoroughly
rejected by the Citizen during a confrontation in Barney Kiernan’s pub. His reply, “Ireland [...] I
was born here” to the Citizen’s question, “What is your nation if I may ask?” is met with the latter’s
non-verbal but unsettlingly visceral contempt as the Citizen clears “the spit out of his gullet and,
gob, he spat a Red bank oyster out of him right in the corner” (Joyce 1922, 317). Joyce’s portrayal
of the Citizen, generally perceived as modelled on Michael Cusack, founder of the Gaelic Athletic
Association, is typically treated as the author’s hostile indictment of “Irish Ireland” nationalism as
envisaged by figures such as D.P. Moran and Daniel Corkery. Bloom subsequently complains to
the Citizen that alongside his Irish national identity he “belongs to a race too [...] that is hated
and persecuted. Also now. This very moment. This very instant”, a race that has been “Robbed
[...] Plundered. Insulted. Persecuted” (Joyce 1922, 318).

This was indeed the experience of many Irish Jewish peddlers with similar attitudes and
hostilities recounted in Myer Joel Wigoder’s autobiographical poem, “Thoughts on My Seven-
ty-Fifth Birthday”, part of which recounts his own experiences within that trade in the 1890s:

When first in Dublin I arrived,

I shed hot bitter tears,

Penniless in a foreign land,

I faced the coming years.

Upon a frugal scale I lived,

So as to pay my way,

How hard I toiled that I might earn,
A few shillings each day.

I did not scorn to carry a bag,
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And deal in humble wares,
My back bent low, I carried on,
Heedless of stones or stares (Wigoder 1935, 155)°

The violence experienced by Jewish peddlers was no doubt the product of anti-Semitic
xenophobia combined with the fact that peddlers typically sold their wares on an instalment
basis incurring debt amongst members of the native population. This system is referred to
in Yiddish as a “wickleh” in Joseph Edelstein’s controversial novel, 7he Moneylender (1908),
a work of extreme interest insofar as it is the first in Irish literary history to include Yiddish
within its pages.

John Wilson Foster categorises 7he Moneylender as a unique piece of “Dublin slum life” fic-
tion, and the levels of violence and brutalities depicted can be quite harrowing (2008, 179-180).
Edelstein intended his novel as a cautionary tale exposing the interconnected evils of Jewish usury
in Ireland and Irish anti-Semitism by demonstrating how each can prove to be the product of the
other in an endless cycle of misery. This he illustrates through an episode of anti-Semitic violence
against the novel’s protagonist, Moses Levenstein, whilst working as a peddler, which subsequently
transforms him into a Shylockian stereotype economically exploiting and even terrorising the
Dublin poor as a particularly vicious and callous moneylender:

Moses turned and found a small crowd gathered around him, and throwing skins, stones and marbles
at him. One fellow of about eighteen years raised his fist and struck Moses about the face ; another pulled
his coat; another struck him across the chest with a stick; the smaller lads kept humming a disgusting
anti-Semitic song, while Irishmen with clay pipes in their mouths stood by, laughing, jeering, spitting,
and taking little or no notice of the cruel, inhumane barbaric treatment being meted out to a human
being, who, hunted from Russia, the purgatory for honest men, had come to Dublin to earn an honest
living by carrying a heavy load on his back [...]. (Edelstein 1931 [1908], 16)

Edelstein’s object may have been reform, but 7he Moneylender caused considerable contro-
versy and upset amongst the Irish Jewish community because it was perceived as perpetuating
and reinforcing the dangerous stereotype of the Jewish moneylender. On the other hand, it also
offended Irish Irelander nationalists through its brutal depictions of Dublin slum life and was
accused in turn of stereotyping the Irish poor as violent drunks. The novel is quite gothic in its
grimness and was undoubtedly a lurid exaggeration of the environment it was representing; and
its depiction of quite callous Yiddish speaking Jewish moneylenders stood in stark contrast to
the more elevated and patriotic Yiddish opera of Goldfaden.

Yiddish had effectively been the language of the alien other, and speaking it, or even Eng-
lish in a Yiddish accent could invite hostility or ridicule. Yiddish speaking Jews, for example,
embody linguistic foreignness in the stories of Joseph O’Connor, which Foster classes as the
earliest “Dublin slum life” tales, which were first published in the Evening Herald under the
pseudonym, “Heblon”, and collected as Studlies in Blue (c. 1900). But Foster also notes that
the casual racism and anti-Semitism experienced by Jewish characters in tales such as “The
Jewman’s Pony”, “Gentile and Jew”, and “A Monday Morning Incident”, need to be contextu-
alised within the “larger social maelstrom of Dublin slum life with its drinking, hunger, greed,
violence, and marital strife”, and that the Jews of these short tales tend to be “wily survivors”
rather than outright villains, as likely to be victims of Gentile criminality as perpetrators (2008,

3 Wigoder had composed his memoir, My Life (1935), in Hebrew before translating it into Yiddish. The cited
edition was then subsequently translated into English by his son Louis E. Wigoder.
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179-180). Studies in Blue purportedly derives its sketches and vignettes from experiences, an-
ecdotes and reports compiled by the Dublin Metropolitan Police, and are thus representative
of the conflicts, tensions, and hostilities existing between Jewish and Gentile communities at
the turn of the twentieth century.

Jews have in fact formed a minority population in Ireland for many centuries. Numbers have
fluctuated throughout that time, with the most extensive increase in population occurring between
the 1880s and opening decade of the twentieth century, during which time Ireland received an
influx of immigrants hailing mostly from Lithuania. Cormac O Gréda estimates a mere 285 Jews
resided in Ireland at the beginning of the 1870s rising to 5,148 in 1911, at which time the Dublin
Jewish population tallied at 2,965 (2006, 11). O Gréda also lists “peddlers, drapers, shopkeepers
and dealers, and commercial travellers” as accounting for 67 percent of employed Jewish males
in 1891, 57 percent in 1901, and 49 percent in 1911. He also cites a police report finding “that
in Dublin in 1903 about 170 Jews were licensed as peddlers and another 46 registered as mon-
eylenders. The same police report also noted, though it does not support in detail, the allegation
that there were other unregistered Jewish moneylenders who lent mainly to the working classes,
their only security being that the borrower was working” (49).

Xenophobic and protectionist rhetoric of the late nineteenth, early twentieth centuries
construed this noticeable increase in the Irish Jewish population as a crisis. In 1893, a nation-
alist priest, Fr. Thomas Finlay espoused in 7he Lyceum that “the influx of the Jews into Ireland
constitutes an economic danger to the industry of the wealth-producing classes” (Finlay 1893,
215-216). Finlay’s anti-Jewish propaganda was then mirrored by Arthur Griffith in the Unired
Irishman on 23 January; 1904, a year prior to his founding of Sinn Féin, when in support of
Fr. John Creagh’s Limerick Boycott he presents the “Jew” as an alien parasite, a “usurer and a
grinder of the poor [who] in Ireland is in every respect an economic evil [insofar as he] produces
no wealth himself — he draws it from others” (Griffith 1904, 256).Creagh’s rhetoric is even
more extreme in its anti-Semitic xenophobia, going so far as to invoke the ancient Blood Libel
in economic terms, depicting the Limerick Jews as vampiric enemies of Christianity carrying
the legacy of deicide, the murder of Christ, ritualistically re-enacted through the sacrifice of
innocent Christian children. In a sermon, “Jewish Trading: its Growth in Limerick”, which was
published in the Munster News, 13 January 1904, Creagh insidiously claims that “nowadays
[the Jews] dare not kidnap and slay Christian children, but they will not hesitate to expose
them to a longer and even more cruel martyrdom by taking the clothes off their back and the
bit out of their mouths”. He continues:

Twenty years ago and less Jews were known only by name and evil repute in Ireland. They were
sucking the blood of other nations, but those nations rose up and turned them out. And they came to
our land to fasten themselves on us like leaches to draw our blood [...] and now the question is whether
or not we will allow them to fasten themselves still more upon us, until we and our children are the

helpless victims of rapacity. (qtd. in Keough, McCarthy 2005, 35)

Grifhth and Creagh both appeal to the pre-immigration past of twenty years prior in their
propagandist efforts to demonise Irish Jewry, Grifhth arguing that in contrast to the few Jews
living in Ireland of that period

Today we have Jewish magistrates to teach us respect for the glorious constitution under which we
exist; Jewish lawyers to look after our affairs; and Jewish moneylenders to accommodate us; Jewish tailors
to clothe us; Jewish photographers to take our picture; Jewish brokers to furnish our houses; and Jewish
auctioneers to sell us up in the end for the benefit of all our other Jewish benefactors. (Griffith 1904, 256)
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Similar anti-Semitic propaganda was appearing throughout the Irish press, especially in
regional titles. An advert for the Cash Tailoring Company of Capel Street Dublin, “Nailing a
Lie: £50 Challenge”, which ran from at least 7 October 1905 to 1 February 1908, mere months
before the Goldfaden performance, in An Claidheamh Soluis, reads:

Several Gaelic Leaguers and others having complained to us recently that they were informed we
employ Jewish labour, we now offer the above to any person who can prove that we are not an exclusively
Irish firm, with Irish capital, Irish management, and employing none but Irish labour. (Anon. 1905, 10)

The advert disappeared for nearly three years but would return again on 1 December 1910.
Needless to say, propagandist rhetoric of this nature depicting Jews as parasitic alien foreigners,
despite the fact that by the opening decade of the twentieth century a new generation of Jews had
been born in Ireland incurred a crisis of identity. These perceived incongruities of Irish-Jewish
identity were expounded and interrogated in Dublin Jewish journalist and fiction writer, E.R.
Lipsett’s much cited 1906 article, “Jews in Ireland”, published in 7he Jewish Chronicle under
the pen name “Halitvack”.

Lipsett, however, downplays Creagh’s Limerick boycott as isolated, attributing tensions
instead to a mutual estrangement between Irish and Jews, wherein “the Jews understand the
Irish little; the Irish understand the Jews less” (Lipsett 1906, 29). Lipsett elaborates further
to argue that Ireland can form no concept of the compound “Irish Jew” that does not sound
contradictory, either to the native Irish, or to the Jews themselves, whom he claims have been
unduly influenced by native cynicism regarding any attempt to identify as “Jewish Irishmen”
(ibidem). He goes on to argue that the confusion derives from a close native identification of
Jews, often anti-Semitic, with the modes and narrowly perceived manner of their trade, either as
shopkeepers, pedlars, or money lenders, and with fundamental misconceptions best illustrated
by the now hackneyed query, “Are you a Protestant Jew or a Catholic Jew?” (ibidem). Racial
othering is exposed as rife in the article, with individuals typically identified by the qualifier, “a
Jew”, or pejoratively reduced to “Jewmen”. However, the fact that a shift in narrative had oc-
curred, or was occurring on the linguistic front, and particularly within the pages of the Gaelic
League press, must have proved significant in terms of perceptions of Irish Jewry. Ironically, it is
also unclear the extent to which Yiddish was still spoken or was in decline in Ireland in 1908.

The Goldfaden performances were part of a general artistic revival of Yiddish that in many
cases unfolded like the Gaelic and Literary Revivals along patriotic and nationalistic lines.
Goldfaden is generally recognised as the father of Yiddish theatre, which he established in the
1870s. His movement developed from humble beginnings into a voice, or “cultural expression
of Jewish life”, playing, as Liptzin remarks, “a vital role in the cultural life of the Jewish mass-
es, especially on the American scene” (1963, 33). America, particularly New York, provided a
vibrant platform for the evolution of Yiddish theatre, with a Yiddish Revival also occurring in
other important cultural centres, such as London. For Dublin to emerge as an albeit smaller,
and for a time brief Jewish cultural centre also, indeed one based at Ireland’s National Theatre
at the height of the literary revival, speaks to not just to an increasing Irish Jewish population
at the beginning of the twentieth century, but also of an emergent Irish-Jewish cultural voice
seeking a public platform. This context had not gone unnoticed in the Irish press, a Freeman’
Journal article of September 1911 remarking on the performance of Yiddish plays in Dublin
as applicable to an address given by the English Jewish philanthropist and baron, Sir Francis
Montefiore, on the opening of a Yiddish People’s Theatre in London, in which he discusses the
great Jewish contributions to music and stage, and how the new Yiddish theatre movement
provides a medium for providing a “true picture of Jewish culture” to the world, whether that
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be “scenes from Israel’s great past”, “scenes of Jewish life in Palestine”, or simply “the [domestic]
beauty of Jewish home Life” (1911, 7), all of which would become manifest in the productions
of the Dublin Jewish Dramatic Society, especially in the 1920s. The importance of Hebrew to
the Zionist movement is also recognised by the article, and the practical function of Yiddish,
which is described as the “Esperanto of the Jew”, varying from country to country, even from
community to community, is lauded as “the channel of communication between members of
the race sojourning in cities as far apart as Johannesburg and Edinbur[gh], Paris and Tehran”
(ibidem).

Yiddish theatre had clearly garnered enough interest to shift the narrative at least in a small
degree away from propagandist anti-Semitism, and it is clear from aspects of the production
that attempts were made to accommodate non-Yiddish speakers in the audience as much as
possible shy of performing a translation. The unnamed Jewish correspondent the Evening Tele-
graph review of Shulamith, for example, informs us that “a synopsis of the principal event [was]
provided on the programme”, but also celebrates the fact that those actually versed in Yiddish
were better positioned to appreciate the production’s “candour and fearlessness of expressing
opinions” (Anon. 1908d, 2). Newspaper reviews likewise described and contextualised the
performances, which, given that scripts are unlikely to have survived, prove as invaluable to
research now as they would have been to non-Yiddish speaking interested parties of the time.
The same reviews also allow one, I believe, to dispense with the idea that these Yiddish plays
were intended principally as expressions of Irish Nationalism. Rather, the choice of Goldfaden
especially, was intended to invite powerful patriotic and thematic parallels with Irish Nationalist
and literary traditions that could demonstrate or resurrect a longstanding sense of a shared or
comparable history existing between Irish and Jews.

One aspect of this most certainly invoked is a very curious literary tradition referred to by Jerold
Casway as “Gaelic Maccabeanism”, which began with seventeenth century bardic poets placing
the rebel hero, Owen Roe O’Neill within the tradition of ancient Maccabean freedom fighters
(2000). This identification of Irish resistance to British Imperialism with an episode of ancient
Judaic history was later revived and cultivated in the nineteenth century, first by the extremely
popular Irish poet, Thomas Moore, and then by several Young Ireland poets who invoked specific
parallels between Erin and Zion. Such parallels and identifications would have stood in defiance to
the anti-Semitic xenophobia of Finlay, Grifhith and Creagh, harkening instead to the sentiments
of Daniel O’Connell discussed earlier. The Evening Herald explains how Goldfaden’s Shulamith
“is founded on a very popular Talmudical legend dealing with the patriotic life of the Maccabean
warriors”, while the Evening Telegraph places emphasis on the pride Dublin Jewry should take in
their “successful revival of old time stories and music [...] eminently characteristic of [Jewish]
national history and ideals”, and that the opportunity should be taken to see “this rare display of
Jewish talent and [hear] national Jewish music [...] by everyone interested in the welfare of the
Jewish people” (Anon. 1908¢, 5; Anon. 1908f, 2). The Evening Herald Correspondent, “Jacques”
also hails “the Yiddish Renaissance in Dublin” and thanks the actors for giving him “an evening
of lavish slices out of Jerusalem life in 200 B.C.” (Jacques 1908, 3).

Solomon Liptzin groups Goldfaden’s plays into three categories: his early comedies, “which
castigated the follies of ghetto life and preached enlightenment for the superstitious masses”;
the second category composed following the 1881 Russian pogroms, which “underscored the
vices of excessive enlightenment [and] of overhasty assimilation to foreign ways”; and the third
including Shulamith and Bar Kochba, which constitute “dramas of Jewish national resurgence
and Zionist hopes” (1963, 38). The concurrent aligning of Irish and Hebrew as cornerstones of
respective linguistic identity on the same political stage in both Irish Jewish and Gaelic League
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discourses most likely influenced the choice of which Goldfaden plays were performed, as of
all the Goldfaden plays available, the DAJOS chose two from the latter category, and of both,
greater emphasis is placed on the rebel thematic of Bar Kochba. This is unsurprising as Shulamith
is more obviously a love story that one of armed rebellion. The male lead, Avisholem (played
by L. Shreider, who may have belonged to the Hyman Shreider family, but does not appear
in the Irish Census), is identified as a “member of the great family of Maccabeans [...] on his
way to the annual festivities held in Jerusalem”, and is costumed in warrior’s garb. But the plot
empbhasis is on his betrayal of Shulamith (Bessie Fisher), whom he rescues from a well and
pledges himself to only to later fall in love with and marry another, Avigayel (Gertie Shillman).
Disaster befalls the union with the mysterious and macabre deaths of the couple’s children, one
killed and eaten by a black cat, the other drowned in a well, the latter particularly reminiscent
of Avisholem’s first encounter with Shulamith. Meanwhile, the abandoned and heartbroken
Shulamith, who beset with unwelcome suitors has either feigned or descended into madness,
deliriously muttering about wedding vows and a black cat. Upon learning the truth, Avigayel
releases Avisholem who is reunited with the restored Shulamith (Anon. 1908g, 22).

Yet despite being a love story rather than one of armed rebellion against oppression, Shulamith
in terms of its form and themes also invites parallels with the Irish Aisling tradition. Shulamith is
the “daughter of Zion”, but also like the Irish Shan Van Vocht, can be read as a feminised embod-
iment of Zion to whose cause the wayward warrior returns. Indeed, like in the Aisling tradition,
Shulamith appears to Avisholem in a dream. Even if such a reading is fanciful or at best a nod to
the Irish Jewish analogy, any invocation of this nature can be seen as aligning with for example,
the sentiments of Michael Davitt, who attacked Creagh’s Boycott in a January 1904 letter to the
Freeman’s Journal (5) which recalls his earlier letter to that paper in July 1893, in which Davitt
famously writes: “The Jews have never to my knowledge done any injury to Ireland. Like our
own race they have endured a persecution the records of which will forever remain a reproach to
the 'Christian' nations of Europe. Ireland has no share in this black record” (5). Ironically, it is
now O’Connell and Davitt who are most cited in a narrative of Irish tolerance toward the Jews, a
circumstance that has unfortunately since skewed and glossed over the anti-Semitic attitudes of the
aforementioned Finlay, Grifhith and Creagh. But the impetus to reinforce dialogue and common
ground between the communities was still strongly in evidence in February 1909, five years on
from Davitt’s famous appeal, when Padraic Colum was invited to address the Jewish Literary and
Social Club on Lombard Street on the subject of the Irish Literary Revival.

The title of Colum’s lecture is given respectively as “The Revival of Irish Literature” in the
Freeman’s Journal, (Anon., 1909d, 5), “Origin, Progress, and Revival of Irish Literature” in the
Evening Telegraph, (Anon. 1909, 2), and “The Revival of the Literary Spirit in Ireland” in the
Irish Independent (Anon. 19091, 8). A copy of Colum’s lecture has yet to be recovered, but the
language of the aforementioned newspaper reports indicate that the occasion was organised in
the interests of reciprocal sympathy for respective causes.For example, in his vote of thanks to
Colum, Jacob Elyan declared that “they as Jews must sympathise with the Irish people in the
endeavour to revive their language” (ibidem). The Evening Telegraph likewise reports Elyan’s
allusion to “the great part played by the language of a nation in the nation’s welfare” (Anon.
1909, 2) in alignment with ongoing comparative debates on the centrality of language to both
Irish and Jewish national identity. The Jewish Correspondent for the Evening Telegraph gives a
detailed account of proceedings, noting that the audience was at capacity, and likening Colum’s
lecture to a return to “the ‘Beth Hamidrash,” or House of Learning of the Russian Pale, where
we were wont to foregather when anyone was willing to come and expound the words of Law
and Wisdom”. The correspondent tells us that Colum reads extracts from the old Irish Sagas,
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“in which the tragic exploits of Cahoulan [sic] were set forth”, and that rather than delivering
a dry, factual account, the lecture showed:

[...] the philosophical side of literature, tracing for us line by line, the different modes of thought
which prevailed at different periods in the development of Irish literature; so that we were all impressed
by the great beauty of form, of manner, and of matter which is to be found everywhere where the purely
Gaelic spirit prevailed. (Zbidem)

Of considerable interest is the report that the presumably exclusive Jewish audience had
“more than a little knowledge” of Colum’s subject matter hitherto, including the Jewish Justice
of the Peace, Maurice E. Solomons, who produced a copy of Colum’s collection of three plays,
Studies (1907a), and poetry collection, Wild Earth (1907b).

The importance of language to national identity raised by Elyan has already been dis-
cussed as a vital point of dialogue between the respective revival of Irish and Jewish literary
cultures. But Colum’s discussion of Cd Chulainn, the ancient Irish warrior hero, must have
also recalled the theme of Goldfaden’s Bar Kochba performed a mere seven months before-
hand at the Abbey Theatre. Goldfaden’s play blends history with mythology and legend to
dramatically recount the Simon Bar Kokhba rebellion against the Roman Empire in 132 CE,
which led to an independent Jewish state and war before Jerusalem fell to the Romans in 135
CE resulting in the destruction of the city and temple. Bar Kokhba was not a Maccabee, per
se, but is generally associated with the three-hundred-year tradition of Jewish armed rebellion
beginning with the first Maccabean Revolt of 167 BCE. Bar Kochba would have resonated
with Irish Nationalism on a number of levels, not least of which being the fact that the titular
hero is a martyr and his revolt a failed rebellion. The description of the play’s protagonist in
the Evening Telegraph would also have struck a chord with Celtic Revivalists due to its echoing
of the Irish heroic tradition:

History writes him down as an enthusiast who lays down his life for his people, but legendary
myths have been woven around him: he is a strong man whom no chains can bind, no walls enclose, on
whom the spirit of kingliness has descended so that the people cannot refrain from bowing down before
him, though they have as yet no proof of his greatness; and contrary to Jewish tradition, he is crowned
“King of Israel”. (Anon. 1908d, 2)

This is effectively in the spirit and tradition of any number of legendary Irish heroes, from
Ca Chulainn to Fionn mac Cumbhaill. Treachery, betrayal, prophetic curses, and ghostly en-
counters also figure prominently in the plot. But ultimately, as noted in the frish Independent,
Goldfaden’s Bar Kochba “appeals strongly to the patriotic sense of the Jewish race”, the musical
score in particular described as echoing “the woes of a people whose strivings and sufferings are
among the most tragic in the world’s history” (Anon. 1908k, 6).

Both Shulamith and Bar Kochba were staples of Yiddish theatre, and both plays are record-
ed as playing to capacity audiences in Dublin. But they also had a very real, topical political
context because of their Zionist sentiments and themes of patriotism and rebellion against
oppression outside of potential parallels with the Irish nationalist cause. In particular, as Da-
vid E. Fisher notes, the play ends with the hero swearing “victory for the Jewish people in the
future” in a soliloquy echoing “proto-Zionist sentiments in Russian Jewry during the 1880s”
(Fishman 2005, 10). As a result, Fishman continues, the play, “which idealised the ancient
Judean uprising against Rome, was taken by the authorities to be a veiled allegory in favour of
revolution in Russia” (26). Shulamith and Bar Kochba are thus regularly cited as instrumental
causes in the Tsarist ban on Yiddish theatre in Russia in 1883. The next play to be performed,
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however, was not a Goldfaden, but rather, a tragic comedy, Haman the Second by Nahum Meyer
Schaikewitch (Shomer). Shomer was a prolific novelist and playwright, composing numerous
works on Russian Jewish village life for both print and stage. He was immensely popular, due
as Jeremy Dauber points out, to his “masterful ability” to give his audience what they wanted:
“sentimental, melodramatic fiction packed with juicy murders, star-crossed lovers, wild plot
twists, and far-flung settings with, at least arguably, no redeeming educational or literary value
whatsoever” (Dauber 2013, 56).

Shomer also brought the ire of fellow Yiddish writers, particularly that of Sholem Aleichem,
who attacked the popular author’s dangerous romantic sensibilities and sentimental propen-
sities in an 1888 satirical pamphlet, Shomers Mishpat, or Shomers Law. Dublin newspaper
descriptions of the production seem to confirm much of this criticism, the play appearing
seeped in a combination of high melodrama and low comedy, with an extremely convoluted
plot involving a highly unlikely ruse to expose the diabolical and traitorous machinations of a
Jew-hating Apostate. The play is modelled on the attempted genocide of the Jews by Haman
under the Persian King Ahasuerus c. 483 BCE, as recounted in the “Book of Esther”, which,
being at the centre of the Jewish festival of Purim would have been second nature to Shomer’s
audience. The action is updated and migrated to the Kingdom of Poland, and the villain in
question, the “Haman” of the piece is the Kingdom’s Prime Minister who goes by the name,
Clement. This figure is in fact Jewish, originally called Yeffin, who has become a Jew hating
apostate who has gone so far as to imprison and abuse his own father, Ossip, whom he keeps as
a slave in order to protect the secret of his birth and original faith (Anon. 1909a, 6). The play
also re-enacts the pervasive peril and threat of persecution faced by the Jews, whether under the
Persians, Poland, the Russian pogroms, or even more topically the Limerick Boycott of John
Creagh in 1904. Clement falls in love with and is rejected by the Rabbi’s daughter. He responds
by imprisoning the father and daughter and threatening torture and death if they refuse to
renounce their faith and convert to Christianity. They hold firm, as the reviewer of the Evening
Herald notes, “he extends his anger to all the Jews in the land, regardless of whether they ever
knew of the offending Rabbi or not” (Anon. 1909¢, 4). Clement, like the Biblical Haman, is
foiled in his attempts and executed.

The impression given by newspaper reviews, however, was of the Dublin society doing the
best they could with ramshackle material. The Jewish Correspondent for the Evening Herald
seems deeply unimpressed, declaring the characters “incarnations of type, hardly individuals
atall”, but reserves praise for the actors, adding, “the strong colours, the stilted characters, the
conventional setting, the superabundance of tragedy and comedy and tears — all these had a
tiresome effect, and only the liveliness of the artistes kept one from falling asleep over it” (ibi-
dem). Familiarity with the Esther story would obviously have enabled the audience to navigate
the convolutions of plot, but other themes, particularly that of coerced religious conversion
would have resonated politically in 1909 Ireland, given the recent activities of the conversionist
London Mission Societies to the Jews. An article, “Jewish Mission Society: Annual Meeting”
reporting a meeting of the “Church of Ireland Auxiliary of the London Jews’ Society” in Gregg
Hall, Dawson Street, at which the Bishop of Limerick was in attendance, appeared in the frish
Times, 29 April1908. The speaker boasts of recent Jewish converts to Christianity, and expresses
hopes that “now that they were able to select missionaries to the Jews from their own people,
of their own flesh and blood, acquainted as they must be with the special prejudices that beset
the Jews, they might hope for even more rapid results” (Anon. 1908a, 10).

Accusing Jews of prejudice for not converting to Christianity in twentieth century Ireland is
as absurd as it is insidious. But alongside the insult there was also the painful heritage of forced
apostasy in centuries past. The Church of Ireland Jews” Society may not have carried the same
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threat of violence as the Inquisition had, for example, in Spain or Portugal; but the theme of
coerced conversion in “Haman the Second” was a reminder of that history. The Missions even
organised an exhibition, “Palestine in Dublin” in May 1908 at the Rotunda to aid in their
efforts but were forced to admit that “many Jews were not flocking into the Christian Church”
(Anon. 1908b, 7). But they persisted, nonetheless. A sermon “in aid of the Church of Ireland
Jews” Society” was even delivered at St. Andrews on 17 January 1909, mere days before the
Shomer performance at the Abbey Theatre. There was clear indignation and resistance to the
Missions amongst Irish Jewry, even a united front between Joseph Edelstein and Philip Wigoder,
who had only the previous year been at odds over the activities of the Judeo-Irish Home Rule
Association. On the issue of Jewish conversion, the two, amongst others, were united, posting
the following notice of protest against a meeting of 16 May 1909:

The Mission Societies to the Jews. How They Work! How Many Homes They Have Ruined! Our
Duty to the Nation. A public open-air meetingof Jews will be held on the ground adjoining the Grand
Canal and facing Martin Street, S.C.R, on Sunday next, 16th inet, at 4 pm sharp to protest against the
action of the Mission Societies to the Jews in the endeavours to procure the conversion of our Brethren.
Some of their actions will be lucidly exposed by Messrs Joseph Edelstein and Philip I Wigoder. (Reprinted
in Edelstein, Wigoder 1909, 5)

Events took a violent turn when Edelstein set up a rival stage to protest the Missions’ Jewi-
sh convert, Isaac Luft, who was addressing the crowd in Yiddish. Edelstein was subsequently
charged with assault for throwing a tumbler style drinking glass at his rival speaker during a
particularly heated exchange in which Edelstein was declaiming, “There never was a converted
Jew!” (ibidem).

The Dublin Jewish Amateur Operatic Society returned to Goldfaden with a reproduction
of Shulamith in June 1909, and a further drama, 7he Zauberin, or the Enchantress in 1910, the
latter performance receiving considerably less newspaper reportage and analysis, which make
the play much more difficult to discuss. 7he Zauberin, however, also closed the curious incur-
sion of Yiddish theatre by a home grown drama society at the Abbey for the better part of a
decade, and although considerably more work is required in this field, it does appear evident
that the grounds for a public Jewish cultural voice in Ireland, one that also proposed parallels
and dialogue with Irish Nationalism, was being laid that would provide a template for the
Dublin Jewish Dramatic Society, which was formally established in the 1920s. The DJDS staged
productions by major Jewish playwrights including Sholem Aleichem, David Pinski, Leon
Kobrin, S. Ansky, Abraham Reizen, and Israel Zangwill throughout the 1920s. Many of these
productions were once more staged at the Abbey, Ireland’s national theatre, in both English
and Yiddish, often produced by the legendary Frank Fay. Alongside these Jewish dramas, the
DJDS also staged works by Irish playwrights, some of which from the Irish Literary Revival
period, including Lady Augusta Gregory’s Spreading the News, Bernard Dufly’s Special Pleading
and Michael Brennan’s rather dubious 7he Young Man from Rathmines, strongly suggesting
efforts being made to dismantle cultural boundaries between Ireland’s indigenous Christian
and marginalised Jewish communities.

A second article at the very least would be required to do justice to and offer a similar
commentary on the Jewish dramas staged by the DJDS, especially in the 1920s, which saw
such productions, amongst others, as Leon Kobrin’s Der Zeitgeist performed in March 1923,
Shalom Aleichem’s Der Geht in March 1924, Avrom Reizen’s Der Shadchan’s Daughter in April
1925, David Pinsky’s Yeshurim in December 1925 followed by Forgotten Souls (first performed
by the Dublin Jewish Dramatic Circle in 1919), Israel Zangwill’s world famous 7he Melting



148 BARRY MONTGOMERY

Pot in 1926, and S. Ansky’s equally famous supernatural drama, 7he Dybbuk in 1927. Outside
Jewish theatrical groups also appeared in Dublin in and around this time, including Madame
Itzkovitch’s Company, “The Famous Jewish Players”, who put on a production of Joseph
Markovitch’s Chaveirim at the Abbey Theatre in June 1923, the Vilna Troupe who performed
Max Yordan Mordau’s Doctor Kobhn in April 1924, and Fanny Waxman’s Yiddish Repertoire,
who performed Segal’s 7he Rabbis Widow in June 1924. Performances in Yiddish by the home
grown DJDS were still appearing in the 1930s with M. Segalman’s Shma Isroel in July 1932,
but by 1940 the society ceased performing plays of Jewish interest until a production of Sylvia
Regan’s Morning Star, was staged at the Olympia Theatre in January 1947. The Society would
continue in popularity, performing Pinski and Ansky into the late 1940s before petering out
in the mid 1950s. Although photographs of many of these performances survive, the same is
not true for scripts and so forth (at least not at the time of writing), and newspaper reviews
simply do not provide the same level of detail available for the earlier Yiddish productions.

Attention will instead turn in the latter part of this article to the homespun Irish Jewish
dramas on record, focusing principally on two playwrights, Esther Morris (Mofsovitz) and
Emil Slotover, both of whom having surviving works. Those that do not have surviving works
are nonetheless of considerable interest. For example, Ida Briscoe, mother of Robert Briscoe,
composed a Purim sketch and pageant called 7he Womens Parliament, which was performed
at the Gaiety Theatre in April 1919 amidst the upheaval of the War of Independence in which
her son, the future Dublin mayor was active (/rish Times, 7 Apr 1919, 7). Briscoe’s play was
performed alongside works by two giants of Yiddish literature, Sholem Aleichem’s She Must
Marry a Doctor and David Pinski’s Forgotten Souls. Aleichem’s play is a social satire on the clash
between orthodox Jewish marriage traditions and modernity, Forgotten Souls is a drama on
the theme of self-sacrifice in the domestic space. The Irish Jewish poet, Rosa Solomons, was
also present and gave a reading of “Gratitude” from her collection, Facts and Fancies (1883).
Briscoe would also produce a play, Chanukah for a Hanukah celebration at the Olympia The-
atre in December 1923, to commemorate “the victory of the Israelites under Judas Maccabeus
over the Assyrians under Antiochus” (Anon. 1923, 3). Solomons’ poem, “The Menorah” was
also recited by Doris Zlotover, and the evening consisted of a concert with singing, musical
performances and dance.

Other home grown Irish Jewish playwrights to emerge in this period include Stella Rose-
field, Joseph Namille, and Joshua Baker, who had their plays, respectively Dear Lazarus and
Eloquence Retrained (the latter a co-authored Yiddish-English Comedy by Namille and Baker)
performed at Greenville Hall in February 1925. Lawrence Elyan, a prominent society actor,
also produced an English-Yiddish comedy set in a Dublin Jewish home performed alongside
Bernard McCarthy’s Cough Water, a farce set in a Begbawn Dispensary in 1925. But of these
playwrights, the only one with material so far recovered is Esther Morris (Mofsovitz), who pub-
lished three plays, 7he Conscript, The Matchmakers, and The Story of Purim in a small collection,
Tears & Laughter (1926)%. She had performed in a Yiddish production of Leon Kobrin’s Der
Zeitgeist at the Abbey Theatre in 1923, and had her own 7he Matchmakers performed again
at the Abbey in 1925. Both were produced by Frank Fay. Morris writes in the “Preface” of
her collection of the difhiculties faced by the Dublin Jewish Dramatic Society in “securing for
production suitable plays of Jewish interest”, and of the unsatisfactory recourses “to adaptations

4 Esther Morris is the great grandmother of contemporary poet, Simon Lewis, who reimagines the Jewish
immigrant experience in turn of the century Cork in his excellent poetry collection, Jewtown (2016).
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and translations from the originals of Jewish Dramatic Literature” into which the society was
forced (Morris 1926, 1).

The Conscript is set in a Russian cottage in 1900. It involves the perilous conscription of
a young Jewish man into the Tsarist army. O Gréda notes that although there having been a
specifically anti-Semitic agenda behind military treatment of Jews in late nineteenth century
Russia remains a subject of debate, Jews most certainly did suffer discrimination within that
brutal regime, and “images of Jewish boy-soldiers being carried away at the age of twelve and
of young draft dodgers fleeing across the border permeate Litvak folk memory” (2006, 27).
Rivlin adds that the practice of conscripting Jewish boys into military service had lapsed by
1874, but that all Jewish males were eligible over the age of twenty one, and that as conscription
could last from twenty-five to thirty-five years, many wealthy families paid Gentiles to replace
their sons, while others hid or adopted false names (Rivlin 2003, 30). Morris’s play is a one
act domestic drama in which an elder of two sons, Jacob, due to be married to his childhood
sweetheart, Kailia, has been conscripted. The familial father is long dead, and the mother has
lost the money she saved to buy at least one of her children out of service in an accidental fire.
The younger, Joseph, who also has (albeit unreciprocated) feelings for Kailia performs an act
of self-sacrifice by entering military service in his older brother’s place. Joseph is also motivated
by viewing this move as his only means of escaping his stifling existence within the confines
of the Russian Pale.

The Match Makers, performed at the Abbey, is a comedic take on the Shadchan tradition
given a contemporary setting. The setting is the home of a lively unmarried eighteen year old
Jewish girl, Maide Bloom, which is visited (unknown to each other) by three match makers,
Mrs Katz, Mrs Mebbich, and Mrs Tuvos, all trying to arrange her marriage to a wealthy young
American visitor, Harry Fried for commission. Harry, however, scuppers their efforts by tak-
ing the modern approach and proposing directly, as has become the way in the States. Maide
accepts with her father’s blessing, as he is extremely impressed by the manner in which Harry
has inadvertently thwarted the designs of the three disgruntled would be Shadchans. Both plays
speak to the modernising of Jewish culture and practice. The third play of Zears & Laughter,
The Story of Purim, is framed, a play within a play, in which a grandmother’s account to her
grandchildren of the story of Esther thwarting the intended genocide of the Jews by Haman
becomes an acted drama. The play recounts the prejudicial motives of the antagonist, concluding
with the Grandmother warning her two grandchildren that although this is an ancient story,
that “there are still wicked Hamans in the world, who would harm us Jews today, as in the
days of King Ahasuerus, and we must put our trust in the Great God of Israel to protect us”
(Morris 1926, 56).

Potentially the most promising Irish Jewish playwright, Emil Gedaliah Slotover, was only five
years old when Esther Morris’s 7he Match Makers was performed at the Abbey Theatre in 1925.
Born in Dublin in 1920, Slotover was related to the novelist, short story writer and translator,
Hannah Berman, and would become an actor and playwright in the early 1940s during World
War II, or the “Emergency” as it was known in Ireland. A Trinity College Law graduate, he
acted in Lennox Robinson’s production of Bernard Shaw’s Misalliance at the Peacock Theatre in
February 1942, three months before his own Wrestling with Angels was produced at the Peacock
in May 1942. Slotover was also a member of the Dublin Jewish Dramatic Society, performing
in Ivor Novello’s A Symphony in Two Flats at the Gaiety Theatre in January 1943. Of Slotover’s
three known original works, only one, On Guard survives, which is his Selected Works, edited by
Wendy Saloman. As Saloman writes in her introduction, Slotover was “a seeker of psychological
and spiritual truth, beyond orthodox Judaic thought”, Wrestling with Angels a “will-versus-con-
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science” comedy about a hen pecked husband, and On Guard on his personal “conflict between
Irish patriotism and sympathy with the allied cause” in wartime Europe (2004, vii-x). The latter
goes right to the heart of Slotover’s Irish Jewish identity in which Irish neutrality would most
certainly have felt directly at odds with the threat of Nazism.

One would imagine that this was the driving force behind Slotover’s most intriguing work,
The Refugee, which premiered at the Peacock on 6 April 1943 amidst astonishing controversy
that resulted in the play being censored by the Irish authorities. Indeed, most of what is known
about 7he Refugee derives from a letter of 1943 from Martin O’Neill of the Garda Biochana
in Dublin (reprinted in the Selected Works), who provides a synopsis of the plot. The play, set
in Dublin, involves Eric, an amnesiac Hungarian refugee, and a Dublin writer, Peter, trying to
piece together his forgotten life. But given Ireland’s neutrality, references to Eric’s Jewishness and
Concentration camps were expunged, amongst other perceived “anti-German” propagandas,
as revealed in a 2002 email from American scholar, Joan Dean (also reprinted), with Slotover
being interviewed and the performance attended by Special Branch (Slotover 2004, 156-157).
Needless to say, the original script if discovered would be an invaluable research asset. Slotover’s
career, however, was tragically cut short when he unfortunately died in a traffic accident in
England at the age of 25 in November 1945.

In conclusion, this article has endeavoured to demonstrate how Irish Jewish theatre pro-
vided a public platform for Ireland’s largest non-Christian minority of the era that presented
an impressive array of home grown and key imported Jewish dramas throughout the duration
of its various societies. The presentation of Jewish theatre in Ireland also managed to engage
or suggest parallels that negotiated with pertinent socio-political and cultural discourses along
lines of language and identity, history and patriotism, prejudice and oppression, which placed
it in dialogue with major non-Jewish Irish movements and societies such as the Irish Literary
Revival and Gaelic League. This article merely scratches the surface of what is undoubtedly a
very rich subject matter, unfortunately hampered by a lack, or loss of original source materials.
But what is certain is that the advent of Irish Jewish theatre provides a very interesting, if for
too long neglected, chapter in the history of Irish theatre in general. The hope is that the find-
ings presented here will provide a framework for future research, especially into the particular
significances of the individual dramas performed against Jewish, Irish, and ultimately Irish
Jewish contexts.
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Abstract:

The aim of this paper is to trace recent developments in Irish disability the-
atre, primarily in the light of the theoretical debate that envisions disability
theatre at the interdisciplinary crossroads of disability studies and performance
studies. I will describe how disability theatre in Ireland was portrayed in Face
On: Disability Arts in Ireland and Beyond (2007) edited by Kaite O’Reilly. In
particular, many contributors lament the backwardness of disability theatre
in Ireland. In 2012, however, the Irish Arts Council revised and formalised its
previous policy, which had been ineffective in supporting artists and audiences
with disabilities. In conjunction with Arts and Disability Ireland, their strategic
plans brought forth significant changes in Irish disability theatre.

Keywords: disability theatre, early disability theatre in Ireland, minority model,
new policies and contemporary disability theatre, social constructed model

I want to tell you about my body. I like my body now, I really do.
Sometimes I think I'm too fat, but I really like living in this body.
I like because I know who I look like...

Rosaleen McDonagh, Babydoll (2007)

1. Introduction: Disability Theatre

Disability theatre belongs to the field of Disability Arts
and is part of a long and articulated debate that has engaged
scholars from different disciplinary perspectives. Ruth Bailey,
in discussing 7he Beautiful Octopus Club (1995), one of the
latest productions of Heart'n'Soul, an English musical theatre
company of people with learning disabilities, briefly describes
what disability theatre is. According to her, Disability Theatre
happens because of disability, not in spite of it. It wants to in-
troduce theatregoers to contemporary club music and club goers
to the world of performance. This new experience, which has
not just developed for the sake of being innovative, gives control
to people with learning disabilities. This means that every stage
of the artistic process is shaped and informed by the culture
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and experience of people with learning disabilities. The performers on stage all have learning
disability, as do those taking money at the door. So too do many of those moving on the dance
floor, doing whatever their own thing is. There is no pressure to conform here. The ambience,
access and performances somehow manage to put everyone at their ease.

Disability theatre is therefore about ensuring disabled people are at the centre of the creative
process and allowing disability to influence that process. More precisely, it can be defined as
theatre “which involves a majority of disabled people, explores a disability aesthetic and mirrors
in some way the lives of disabled people” (Morrison 1992). With the maturing of a new aes-
thetic of disability theatre, the power of placing disabled performers in any narrative, not just
one that has a positive disability theme, can be exploited. Moreover, the form and aesthetics of
a play is also influenced by disability, while audio description and sign language have ensured
that works are accessible to deaf and visually impaired audience goers.

Carrie Sandahl and Philip Auslander inscribe disability theatre in a more radical and broad
view of disability, that is the result of an interdisciplinary approach between disabilities studies
and performance studies. In particular, they describe disability as performance in everyday
life, as a metaphor of dramatic literature and as the work of disabled performing artists. In
everyday life, people with visible impairment “cause a commotion in public space” (2005,
2), surprise and pose questions to others on such a startling physical difference. Disability
therefore inaugurates, in our Western rhetorical, literary and visual tradition, “the act of inter-
pretation” (Mitchell, Snyder 2000, 6), which prompts the act of meaning making. Disability
as a dramaturgical metaphor instead has to do with identity construction. Drawing on Erving
Goffman’s “performance of everyday” (1978, 10) and Judith Butler’s “performativity” (1993,
12), disability is seen as being performed (like gender, sex, sexuality, race and ethnicity) and
indeed many disabled artists talk about performing their identities in explicitly self-conscious
and theatrical terms. Thus, many disabled artists have turned disability stereotypes and narra-
tives to their own ends. They have transformed a potentially stigmatizing experience into an
act of empowerment, but they can run the risk of falling into the trap of another performance,
that of able-bodiedness. The manipulation and transformation of stereotypes are important
tactics, as the available ‘scripts” of disability are limited and embedded in cultural imagination.
Physical and cognitive impairment serve a narrative as “material metaphor” (Sandhal, Auslander
2005, 3) and give textual abstraction to tangible bodies. These impaired individuals are usually
metaphors of social and individual collapse. Among them, to mention but a few, there are: “the
obsessive avengers”, who seek revenge against those he considers responsible for his disablement;
the “sweet innocent” (otherwise known as “Tiny Tim”), who act as a moral barometer of the
nondisabled; “the inspirational overcomer”, “the extraordinary individual” who excels despite
her impairment; the “freak”, the ultimate outsider; and the “monster”, whose disfigurements
arouse fear and horror'.

The work of disabled performing artists in theatre, however, has recently drawn inspiration
from their own experience, thus rejecting the scripts listed above and challenging trite narrative
conventions and aesthetic practices. Disability performance scholar and artist Petra Kuppers
testifies that “physically impaired performer has [...] to negotiate two areas of cultural meaning
invisibility as an active member in the public sphere, and hypervisibility and instant categori-
sation” (2001, 25). The audience assume that the “disabled body is naturally about disability”

"For a complete list of disabled characters as metaphors of social and individual collapse see “Representation
and its Discontent: the Uneasy Home of Disability in Literature and Films” in Mitchell, Snyder (2000b, 15-46).
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(6), as if cultural narratives of disability prevent the artist from trying to communicate anything
else. Alternatives to Kuppers's binary invisibility/hypervisibility opposition are those that see
disability as a social-construction model and as a minority model. Developed especially in the
USA during the Civil Rights movement by its activists, the social-construction model “is not
situated within pathological individuals in need of medical care and cure (the medical model)
but is a fundamentally a social phenomenon” (Sandhal, Auslander 2005, 7-8), locating disability
within a society built for nondisabled people. Disability becomes “a disjuncture between the
body and the environment. It is the stairway in front of the wheelchair user, or written text in
front of the blind person” (8)*. Interestingly, those scholars who have worked with the social
construction model have shown that the discourse of disability changes according to cultural
political, architectural, attitudinal and economic factors. The minority model extends the social
construction model premise that disability is a mutable category and the disabled “becomes a
distinct minority community that has been excluded from full participation in society because
of discrimination in education, employment and architectural access. This community is defined
by shared experiences of discrimination and by its vital subculture, including the arts” (ibidem).
Under these premises, disability theatre becomes a complex object of study and what becomes
relevant is how disabled artists perform their identity both in everyday life and in the theatre,
how disabled bodies define space differently from able bodies and how disabled people choose

to represent themselves in art and social action.

2. Early Disability Theatre in the Irish Context

The debate mentioned in the introduction, which spans from the 1980s to the present day,
took place mainly in the United States and the United Kingdom. In Ireland, a thorough reflec-
tion started later than in these countries. Face On: Disability Arts in Ireland and Beyond (2007),
which hosted a diverse range of contributions from opinionists, performers and creative artists,
represented a first step towards issues of arts and disability in Ireland and it was intended to help
broaden the audience and employment opportunities for the work of disabled arts practition-
ers from Ireland. In the words of Pddraig Naughton, Director of Arts and Disability Ireland,
“In initiating this fresh debate on Disability Arts and Culture in an Irish context through this
publication, my aim was not to suggest or arrive at a single conclusion, but present a diverse
range of contributions” (see Naughton 2007, 7). As he underlined, it should not be “another
conference, consultation process or policy document in the first instance, but the unique art
making and subject matter that is disability arts itself” (ibidem). In particular, a number of
essays invited consideration of disability theatre from various perspectives.

Steve Daunt has been involved in Arts and Disability policy and practice since the 1990s. A graduate
of Trinity College, he works on a freelance basis and writes theatrical scripts. He has also completed the
new Arts and Disability Handbook/Website for both Arts Councils, Northern Ireland and the Republic
of Ireland. (Daunt 2007, 39)

In “The Dance of Power” he delves into issues of arts and disability from a public policy
perspective. He outlines, for example, the delivery of a report entitled 70 Enable — A Report on
Access to the Arts in Ireland for People with Disabilities delivered by the Arts Council in 1988, the

?Petra Kuppers makes the same remark more recently in her Theatre and Disabiliry, 7-8.
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establishment of the Forum of People with Disabilities in 1990 and the set-up of the Commission
on the Status of People with Disabilities in 1993. However, he also sees how the notion of Social
Partnership that ruled the Irish body politic in the late 1980s was detrimental to disabled people:

Government, employers, unions and other sectors of society agree common goals to be achieved in
a timeframe. No need for strikes or any other types of agitation. This wider partnership has been reflected
in the disability sector where we all seen ‘stakeholders’ whose job it is to make the difference. From the
outside, it gives the impression that everything can be fixed through a lovely corporate strategy [...]. (37)

First, disabled artists were considered either as disabled members of local groups or, if they
were skilled, they “became normalised within a greater whole” (38). Second, unlike in Britain,
where the disability movement grew hand in hand with the disability arts movements and
the art produced reflected this struggle, “the term ‘disabled people’ in Ireland came to include
parents and carers, while the idea of stakeholder threw service providers into the mix. This
inevitably led to the strongest rising to the top, or to be more precise, these with the biggest
links or power” (ibidem).

While Daunt admits that he still had “to keep fighting” (39), he nonetheless acknowledges
that the Commission on the Status of People with Disabilities was aware that disabled people
had cultural rights. A milestone of the new policy of the Commission was one major event:
the participation of CandoCo at the Dublin Theatre Festival in 1993. CandoCo is a British
contemporary physically integrated dance company founded in 1991, which recognises and
celebrates the first-person experience of disability according to the minority model. Daunt
enthusiastically recalls their performance and the possibility to dance that was granted to him:

‘Oh fuck...these guys are dancer’ [...] It was the first time that I had seen dance that meant some-
thing to me. Forget Darcey Bussell or Nurayev... These were bodies like mine undertaking a full frontal
assault on an artform that prided itself on perfect body form. Yuppie! I was hooked. I signed up for
their workshop and for five days lived the life of a dancer [...] I even purloined the image of a dying
swan and made it my own. Counterbalance [the group that grew out of CandoCo] is still there and
I'm grateful it gave me the experience of knowing I could use my body as an instrument, quietly subverting

normality. (36; emphasis added)

Yvonne Lynch, who moved from England to Ireland and had her first encounter with
disability when she joined Graeae Theatre Company’s theatre-in-education as a performer in
19806, is highly critical of the situation of disability theatre in Ireland (see Lynch in O’Reilly
2007, 40): “now, in 2006, I do not note that there is some dramatic activity in Ireland by
disabled people” (2007, 44). She conceded, however, that there are some marginal realities,
like Shadowbox, “the first theatre company in Ireland” (Shadowbox Theatre Company) that
made some stimulating work with actors with intellectual disability, or like Forum Theatre. At
that time Forum Theatre “was being used by small groups of disabled artists across the state
to demonstrate the discrimination they face that keeps them on the margins of Irish society”
(Lynch 2007,44). For her, aspiring disabled artists are marginalised in dramatic production due
to the lack of quality training and access to a variety of roles, as they will be always confronted
by better trained and more experienced actors ‘cripping-up’ to get the role. For this reason, many
disabled Irish actors are forced to emigrate to the United States or England. Lynch bleakly and
sarcastically concludes: “the turbulent history Ireland has had with ‘perfidious Albion’ shows
us that in many ways the devil you know can often be your most essential asset” (46).

The essays by Nabil Shaban and Jenny Sealey, based on their work with the London-based

Graeae Theatre Company, show how disability theatre is a political and artistic subversive act
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and defies notions of what theatre should be. Nabil Shaban, writer, performer, actor, dramaturg
and co-founder of the English Gracae Company with Richard Tomlison, recounts the early
history of this company. The company was inaugurated in 1972 and, from the outset, its “shows
focused entirely on disability issues, our experience of disability and our perceptions of the
non-disabled world’s attitudes towards disability” (Shaban 2007, 66). One of its most successful
play, Ready Salted Crisps (1974) was a series of “sketches on disabled people’s perception and
experience of education [...], the medical profession [...], family, parents, employment and
the lack of employment” (ibidem). Although retaining the pathos, melodrama and tragedy of
these experiences, the show was also light-hearted and humorous and became so popular that
it was taken on tour. Shaban recalls that the success the play enjoyed convinced them that they
might have contributed “to society in terms of telling their stories in their own words and in
terms of their own entertainment values and ability” (ibidem) which were not, most importantly,
the ‘Perfect’ and the ‘Beauty’, the ‘body Fascist ideals and stereotypes’. Shaban also sees various
morals behind the Ancient Greek myth of the Graeae, from which the company takes its name.
The Graeae were “three sisters who shared one eye and one tooth between them” (68). In the
story of the Graeae, Perseus, unable to force them to tell him the location of three magical
objects needed to kill Medusa, steals their eye to blackmail them (see ibidem). According to
Shaban, the action of Perseus would not have harmed the Graeae “if they had not allowed the
negative aspects of their impairment rule their lives and learned to cope as blind or partially
sighted people rather than depending on the one eye” (ibidem). On the other hand, it is worth
noting, as Shaban reminds us, that the three sisters also suggested how disabled people needed
to work together and unite to advance in their common cause (see ibidem).

This common cause, according to Jenny Sealey, who became Artistic Director of Graeae
Theatre Company in 1997, was not an easy journey as it is “fraught with the politics of challeng-
ing the representation of disabled people in theatre, the politics of basic access and the politics
of theatre as a predominately white middle-class non-disabled male dominated playing field”
(Sealey 2007, 71). Thus, both new plays and existing plays by well-known authors addressing
disability issues dismantled discrimination and traditionalism. “Peeling by Kaite O’Reilly was a
new commission exposing the still taboo issues of sex and pregnancy through the stories of three
disabled women” (74). Not only did this play “enable the audience to reduce the gap between
the disabled/non-disabled experience” from a feminist perspective, but it also explored a new
artistic aesthetics (ibidem). The play used audio description as a spoken narrative and spoken
words were projected on a screen, thereby becoming an interactive source for deaf people (see
ibidem). If a character was shouting, the words on screen would be large and capitalised or if the
actor were speaking as a Greek chorus, the words would be small and lower case (see ibidem).
Martin Sherman’s Bent, whose cast was composed of one character using voice and another
using British Sign Language (BLS). They both spoke/signed Sherman’s stage directions to tell
the story of the play, which becomes a reminder for the audience that black, gay and disabled
people died in the Holocaust (see Sealey 2007, 75).

The play Babydoll, a one-woman show performed in 2003 by Rosaleen McDonagh, represents a
successful Irish answer to many of the issues raised by Graeae Theatre Company on disability theatre’.

* Rosaleen McDonagh is a Dublin-based Traveller with a disability who is a playwright, activist and per-
former. [She] has an Honours degree in Biblical and Theological Studies and a MPhil in Ethnic and Racial
Studies from Trinity College Dublin. Her one-woman show, The Baby Doll Project, was performed at the Project
Arts Centre and other locations and received a Metro Eireann Multi-Cultural Award (MAMA) award. (Mc-
Donagh 2007, 87).
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The protagonist of Babydoll, both a disabled woman and a Traveller, insists on how the edu-
cational and religious institutions represented by the Teacher and the Nun (see 78-84), create
only ‘normalised’ space from which her body was excluded. For this reason, McDonagh de-
cided to set her show in a bathroom: “on the one hand as a Traveller woman, having access to
a bathroom just wasn't [...] possible; while on the other hand, as a disabled woman, sharing
a bathroom in an institutional setting leaves a sense of confusion and fear about what might
happen there” (85-86). The bathroom therefore not only becomes the elective space where
McDonagh performed her identity as disabled and Traveller in everyday life and the theatre,
but also a metaphor of the claim for political and civil rights.

The claim for social engagement within Irish theatre was also made by Shadowbox The-
atre Company, which initiated its activities in 1998 and, like Rosaleen Mcdonagh’s activism,
represented another answer to British disability theatre. The founders of Shadowbox wanted
to make the true voices of Irish lives heard, in particular those who were marginalised and
excluded from the Irish stage (see Shadow Theatre Company). They wanted to celebrate their
disabled neighbours’ experiences “— the comedy no less than the tragedy — and creating in the
process theatre that was [...] enjoyable and meaningful, both for audience and those involved”
(ibidem). As their site reports

In 2001 Shadowbox was the first theatre company in Ireland to establish a professional ensemble
for Actors with Intellectual Disabilities. Since that time, our ensemble has toured throughout Ireland,
encouraging the most diverse audiences to the recognition that artistry is not an intellectual function,
but a faculty of our shared humanity. (Zbidem)

3. A New Policy for Arts and Disability in Ireland

In 2012, the Arts Council of Ireland reviewed and formalised “its policy and strategy in the area
of disability, to reflect developments in provisions and practices and to take account of the require-
ment of developments in disability and equality legislation” (2012, 7). Although the Arts Council
had addressed Arts and Disability over the last twenty-five years, its policy had not been “effective in
translating successful interventions into mainstreamed systems for supporting artists and audiences
with disabilities” (ébidem). In 2005 a short paper was published on the facing strengths and challenges
of the Arts Council and its subsequent strategy, Partnership for the Arts (2006-2010), envisaged the
recruitment of an Arts and Disability Advisor. However, the initiative was not particularly success-
ful. Following an unsuccessful procurement process in 2007, the Arts Council decided to change
strategy. Arts and Disability Ireland (ADI) was identified as a strategic partner that might develop
into an effective resource organisation at the national level and that might support the Arts Council
in aspects of its thinking and practice. Since then, the Arts Council has worked closely with ADI
and other organisations in the sector, has made progress in the area of provision and practice, testing
ways to integrate the access agenda both internally and externally, in line with its commitment to
public access, participation and engagement in the Arts. Changes in the legislation also favoured
developments of a new Arts and Disability policy. These started with the publication of the Report
of the Commission on the Status of People with Disabilities, entitled A Strategy for Equality (1996),
which was followed by the Equality Act (2004)* and the Disability Act (2005).

* The Equality Act (2004) amended the Employment Equality Act (1998) and the Equal Status Act (2000).
‘The Employment Equality Act and the Equal Status Act outlaw discrimination in employment, vocational training,
advertising, collective agreements, the provision of goods and services and other opportunities to which the public
generally have access on nine distinct grounds. These are: gender, civil status, family status, age, disability, race, sexual
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A comparison of Arts and Disability (2012-2016): Arts Council Policy and Strategy and
Becoming a National Resource: ADI's Policy and Strategic Direction 2011-2016 shows how com-
mon terminology is used, especially for the definition of Arts and Disability and People with
Disability. The first

is an umbrella term for the connection between the arts and people with disabilities. ‘Arts and
Disability’ embraces a wide range of contexts such as disability arts, Deaf arts, disability-led practice,
collaborative practice, artists with disabilities, audiences with disabilities, arts workers with disabilities,
access services and advocacy [...]°. Consequently, the term ‘arts and disability sector’ covers ‘how peo-
ple with disabilities participate in the arts as well as the ways in which the mainstream arts sector gives
consideration to how people with disabilities engage with their programmes or services'. The term ‘Arts
and Disability’ is inclusive of all artforms, and all genres within any artform [...] (3)

such as (visual arts, theatre, literature, music, dance, opera, film, circus and architecture). Peo-
ple with disabilities instead “include those who have long-term physical, mental, intellectual
or sensory impairments which, in interaction with various barriers, may hinder their full and
effective participation in society on an equal basis with other. Many disabilities, such as dyslexia,
are hidden or not obvious” (ibidem)°. The Arts Council, however, makes clear that it draws clear
distinctions between Arts and Disability and other practices: “the following distinctions are
offered in the knowledge that understandings about practice constantly shift and evolve in the
arts sector and that the Arts Council’s current understandings are not definitive”. For this reason,
“in making distinctions between different practices, the Arts Council focuses on the nature of
the practice itself and avoids making assumptions based on the people who are involved™ (4).

orientation, religious belief, and membership of the Traveller Community. Discrimination is described in the Act
as the treatment of a person in a less favourable way than another person is, has been or would be treated on any of
the above grounds. See Arts Council (2012, 6-9) and Arts & Disability Ireland (2011, 12-14).

>Terminology is important in this context, and for this reason I have decided to give the definition for precise-
ness. ‘Disability arts’ means the personal or collective creative response of people with disabilities to the experience
of disability. ‘Deaf arts’ refers to the creative expression of Deaf culture through sign language. This artform is
currently under-developed in Ireland as, unlike in Great Britain, Northern Ireland and elsewhere, Irish legislation
does not currently recognise sign language users as a separate linguistic grouping. Consequently, deafness is widely
understood to be a disability/impairment. ‘Disability-led’ refers to the situation in which people with disabilities
take leadership roles in all aspects of their arts practice and management, including governance, management,
producing, directing, choreographing, conducting, designing and performing. ‘Collaborative practice’ means that
artists with disabilities and their non-disabled peers have equal involvement in the creative process from inception
to completion. Artists with disabilities are emerging and professional artists who have impairments, whether or
not they choose to address the issue of disability in their work, deliberately decide not to mention their disability
or make it part of the marketing of their work. Some believe that knowledge of their disability will influence the
interpretation of their work, leading to condescension, and possibly even exclusion from, or discrimination against,
their participation in mainstream arts. Access services and advocacy: As well as supporting artists with disabilities, Arts
Council’s and ADT’s involvement with arts and disability issues also includes access services and advocacy, through
the provision of information, training, assisted performances (live audio description, captioning and sign language
interpretation), and equipment hire to the arts sector to make their programmes and services more accessible to
people with disabilities. Arts workers include arts managers, administrators, employees, board members and leaders.
See Arts & Disability Ireland (2011, 12-14).

¢ ‘People with disabilities’ is here used as in the UN Convention on the Rights of Persons with Disabilities
(2008) and in the Equal Status Acts 2000-2008.

7'The Arts Council gives the following example: if the involvement of people with disabilities may be one
essential feature of Arts and Disability, it does not define or determine the practice. People with disabilities may
choose to engage in different arts practices at different times and in different contexts. They may choose to locate
themselves within the practice of Arts and Disability at one time, in Arts and Health or Arts and Older People at
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It must be added that in the disability sector, services are in most cases voluntary. If we analyse
the historical development of welfare in Ireland, the approach was the traditional portrayal of
carers as ‘woman in their place’ that “has led to a deeply contextual landscape of care in which
national, local and embodied scales are closely-interconnected” (Power 2010, 219).

Becoming a National Resource: ADI’s Policy and Strategic Direction 2011-2016 (2011) rep-
resents a turning point in arts and disability policy. This ambitious strategic plan is very clear
in identifying the key challenges to fulfil a vision of an Ireland where people with disabilities
can fully experience and contribute to Irish artistic and cultural life and be an integral part of
it. Among these challenges there are those related to the disability context: the need to build a
critical mass of artists; advocates and leaders with disabilities from across the arts sector and the
disability sector; to remove environmental, attitudinal and physical barriers; to make financial
progress, despite funding cuts and recession; to bring arts policy to those disability organisa-
tions that provide arts activities but have no clear policy positions on the arts; to engage with
and learn from social entrepreneurs in order to overcome the disconnection from activism and
social changes. Other key challenges are those related to creating connections between the arts
sectors and the disability sector: to ensure continuity in policy direction related to involving and
including people with disabilities in the arts and to better understand the important legislative
developments. In fact, if properly used, equality legislation can be a powerful tool for the in-
clusion of people with disabilities in the arts. For this reason, ADI’s challenge is to encourage a
more cohesive and holistic approach to artistic and cultural policy: “In the past, arts and cultural
policy leaned towards a narrow view of arts and disability initiatives, seeing them in terms of
civic participation and programming, and oscillating in emphasis between prioritising artists
and audiences” (2011, 20). ADI as an organisation therefore has to meet the challenges “to
develop its own organisational infrastructure”, its funding base, its commitment “to working
with Government and local authorities to implement their arts and disability policy agendas”.
In order to achieve these aims, “ADI will adopt a multiplicity of roles, supporting artists and
audiences with disabilities and their connections with the arts sector” (21).

ADI illustrates the achieved aims of inclusion, access and opportunities for artists and au-
diences in a second document, Leading Changes in Arts and Culture. Strategic Plan 2017-2021
(2017). Artists can profit from the funding scheme managed on behalf of the Arts Council,
Arts and Disability Connect, a strategic partnership with Fire Station Artists” Studios, which
has resulted in four residencies, six mentoring opportunities and four commissions for visual
artists with disabilities, as well as a co-curated exhibition, A Different Republic. In addition,
there was the presentation of internationally acclaimed arts and disability works in Ireland,
such as Graeac’s Signs of @ Diva, Robert Softley’s If These Spasms Could Speak and Jess Thom’s
Backstage in Biscuit Land. Visually impaired audiences were supported by audio description
and captioning for eight national performing arts and visual arts tours, audio descriptions of
exhibition and the launch of a regular monthly programme of audio described and open cap-
tioned cultural cinema. Important partnerships started in the field of the arts. Among these, the
Arts and Disability Networking partnership between the Arts Council and local authority arts
offices, which has had the aim of embedding arts and disability practice outside Dublin, and
Ignite, another partnership between the Arts Council and local authorities in Mayo, Galway
and Cork, which made to three new commissions worth €60,000 each, led by internationally

another or they may choose to locate themselves in an arts practice that contains no reference to any area of Arts
Participation. It must be noticed, however, that the lingering legacy of the medical model continues to be detrimental
to equality of opportunity for people with disabilities. See Arts Council (2012, 5).
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recognised artists with disabilities. However, in its statement of intent Leading Changes in Arts
and Culture. Strategic Plan 2017-2021, goes a step further in underlining what place people
with disabilities must occupy, not as a separate community but in the wider community. On
the one hand, ADI has to respond to an “increasingly fragmented population of people with
disabilities” (22), on the other, it envisages that “the clear delineation” (ibidem) that existed in
the past and described people’s identity and impairment, is constantly changing. “The distinction
between different artforms [...] are merging and their contours “will become more blurred”
(ibidem) in the future. Therefore, “ADI’s work will need to stretch from providing individually
tailored solutions to positioning the arts sector to embrace approaches that are universally
designed and anticipatory. We want to create an Irish arts and cultural environment that is at
its core inclusive and responsive” (23). Significantly, to follow this path means to bring forth
“seamless equality” (ibidem).

4. Disability Theatre in Ireland in the Light of the New Policy on Arts and Disability

Recent disability theatre in Ireland is in part the result of the new policy promoted by ADT’s
strategic plans in the attempt to construct a minority model of disability, which has tried to
bridge the gap between society and artists and audience with disability. Even if something has
been achieved, much remains to be done to achieve a fully accomplished minority model that
extends the social-construction model. The priority of the new policy was to overcome what
Kuppers sees as the invisibility of the disabled person as a member of the public sphere or his
hypervisibility, his instant categorisation as a disabled person, as seen above. The blurring of
clear-cut distinctions between the artforms has also opened up new possibilities to inclusion,
helping actors and audience members with disabilities to share a sense of belonging to the same
community and making them feel part of the same cultural environment.

Without any intention of being exhaustive, I will analyse some of the works from the
2007 onwards that, in my view, have better responded to the new challenges envisaged by ADI.
The Will Fredd Theatre’s production of Follow by Shane O’Reilly, in 2011 was among those
works highly acclaimed at the Absolute Fringe Festival in Dublin and praised by many theatre
critics. Shane O’Reilly, who is the son of deaf parents, performs a one-man show and provides
a deep insight into the lives of deaf people from their point of view (see Irish Mail on Sunday
2013). “This play uses a combination of ordinary language and Irish Sign Language (ISL) that
makes it possible to appreciate for the first time a show without the need for an interpreter:
O’Reilly performs alone, using words, gestures, and signs have become a whole dictionary of
creating movement” (ibidem). There is also plenty of humour, but the play neither attempts
to soften the problem of deafness, nor tries to patronise or sentimentalise it. There are stories
within O’Reilly’s story that witness the experience of deafness and the strife to communicate
(see ibidem). For example, there is the comic story of the difficulties of a group of little deaf
children in a deaf-school dormitory that have gotten upset stomachs after eating their own
cookery, with the result that the bathroom facilities proved inadequate. Their story has a sad
twist when these children are brought to Lourdes and their families later realise that the longed-
for ‘miracle’ did not happen (see O’Kelly 2013). “There’s the desperate young father following
a garda and trying to explain that he can’t understand when the garda calls to the house and
asks if he has two children, only to lead him to a local hospital where nobody understands his
anguished incoherence” (ibidem). Follow is, however, an innovative play that makes use of all
the available technology — sound, light and LED captioning — to create a new space for the
non-abled body of the actor that can also be
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experienced by the whole of the audience at the same time. It allows a hearing audience to expe-
rience what is like for the deaf to watch a show through light and vibration (there are speakers beneath
the seats) and allows a deaf audience to view a show that has been curated for them from the beginning
of the development process. (Kane 2013)

Another important step towards inclusion was the revival of Sebastian Barry’s play 7he Pride
of Parnell Street in 2011. One innovative aspect of this Fishamble touring production was that,
for the first time in Ireland, there was one audio-described and captioned performance in each
venue of the tour. Fishamble Theatre Company was also part of the initiative entitled Zurning
Point. At the beginning of 2010, Irish writers with disability were invited to submit short pieces
of theatre to Fishamble as part of new writing. The four plays that were selected were Ellipsis by
John Austen Connelly, How Very Normal by Steve Daunt, Should Have We Gone to Lourdes by
Stephen Kennedy and Rings by Rosaleen McDonagh. Change for deeper inclusion is the common
core of these plays. Connelly’s Ellipsis is written in a Beckettian style and it is a performance of
the unsaid. The play portrays a couple “that tries to come to terms with the suicide of their son,
whose mental health problems have disabled him from full participation in life” (Keating 2010).
Daunt’s How Very Normal is a conversational two-hander and sets two estranged friends against
each other. “[One is] a narcissistic wheelchair-user and [the other is] his taciturn peer who is unable
to directly address his former friend’s disability or his new aggression” (ibidem). “Should Have We
Gone to Lourdes by Kennedy is a hilarious dialogue between two brothers, one a wheelchair-user,
in a brothel in Amsterdam. The exploration of physical intimacy is made more poignant by the
physical disability of the central character™ (ibidem). Rings! by McDonagh breaks the naturalist
frame of the previous plays. “The premise of father-daughter misunderstanding narratively antic-
ipates Nora’s disability. [Nora is, in fact,] deaf and mute “[and] her thoughts are communicated
to the audience by voiceover, [...] caption and signing, mediating the experience of alienation
for audience members who have” or have not a disability (ibidem).

Another attempt to shorten the distance between the disabled body and the non-disabled
body was made by Gitl Jonah's She Was a Knife Thrower's Assistant, premiered at the Dublin Dance
Festival in 2010. Girl Jonah are Caroline Bowditch and Fiona Wright. Individually they have
differences, one is Australian, the other is British, one is disabled, the other is non-disabled, but
one is the stage double of the other. They dance at the same time. They sing different songs at the
same time. This suggestive and provocative work is set in a back-stage dressing room, where through
dance, song and spoken word the two performers reflect on a universal theme that is common
to people with and without disabilities: the risks we all take and where danger is most likely to
come from. In 2017, 7he M House, by the Kilkenny-based Equinox Theatre Company was also
the launch event of Leading Changes in Arts and Culture, which toured to national acclaim. 7he M
House is a dynamic work that celebrates inclusivity and explores the global trend of categorising
and labelling people, politically and socially, and then trying to put them under broad headings,
‘man’, ‘woman’, ‘Irish’, right at the time when those categories are becoming increasingly blurred
(see Totally Dublin). As Totally Dublin reports, The M House is

8 An interesting essay explores the theme of sexuality presented by a professional disabled troupe in Christian
O’Reilly’s Sanctuary by the Blue Teapot Company. Katarzina Ojrzyriska maintains that the play, which showed
the disabled body and all its needs, “stirred up a debate on the Irish laws that regulate [the] sexuality [of disabled
people] “Populating the Irish Stage with (Dis)abled Bodies: Sanctuary by Christian O’Reilly and the Blue Teapot
Company” (Etienne, Dubost 2017, 234).
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a play for anyone who has ever been put in a box / [7he M House is] an adventure story / It’s a
satirical look at the legacy of institutional Ireland / It’s a scramble to make sense of our one-size-fits-all
culture / It’s a parable of our times about the treatment of our vulnerable. (2018)

In fact, 7he M House tells the absurd story of seven humans put in a box, which they
themselves support, and categorised by the first letter of their name. They are kept there to
watch television all day by the APEP, an elusive organisation that offers services for boxing and
categorising humans. Its representative is Middleman, who ironically represents the ‘ordinary
man’ and is in charge of the running of the M House. The Ms, however, do not want to watch
television all day and manage to be creative and to use their imaginations in that confined space.
One night, Middleman orders them out of the box due to a roof leak and he is unmoved that
the box will collapse without them to hold them up. As a result, 7he M House is redesigned
as a series of self-contained pyramids by APEP that sells this idea as the innovation for the
future, an utopian ideal for independent life, but the Ms are not isolated and after a while they
manage to escape.

5. Conclusion

Although the works I have mentioned represent a good example that ‘the disabled body is
not naturally about disability’, to paraphrase Petra Kupper’s words (2001, 26), the process of
access and inclusion is far from being complete. Disability theatre in Ireland has still to move
from ‘being part of the wider community’ to ‘being part of the wider community as equal’,
to become a fully accomplished minority model of disability. When the artists participating
in Turning Point were asked to discuss their work in relation to their disability, each of them
expressed, with different nuances, the desire to be part of a more inclusive society where artists
and artists with disabilities were on an equal footing (see Keating, 2010). Steve Daunt is aware
of the potential risk to be seen as the new Christy Brown and as just coming from ‘a happy,
clappy community arts perspective’ but, he argues, being defined as a disabled artist is not a
bad thing. However, he wants to be judged for his writing, because disability can become an
issue only if his work is not good enough. John Austin Connolly’s remark is also a plea for
equality when he says “all writers are disabled” (ibidem) — there are those who are sick, those
who are pompous, those who are successful and those who are envious — and therefore every
writer is disabled in different ways at different times (see ibidem). Stephen Kennedy maintains
that the challenges that artists with disability must face are those all artists must face in the
contemporary climate of theatre-making in Ireland, such as lack of funding and lack of good
theatre facilities (see ibidem). Rosaleen McDonagh echoes Kennedy’s words and denounces the
limited capacity for wheelchair-users in nearly all theatres in Dublin, such as the Gaiety and the
Peacock, with the notable exception of the Project Arts Centre that also has accessible dressing
rooms and a control room for artists with disabilities. However, for her the big question of
disabled artists is still cultural because disabled artists and practitioners want to be heard and
respected in their own terms and want to be defined as disabled artists. As she proudly proclaims,
“My personal choice is to celebrate my disabled aesthetic. I understand it to be beautiful and
perfect as it is. It works as a creative and political tool. It informs my life. My disability spills
into my writing” (ibidem).
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Abstract:

Irish folk tradition includes a long-established discourse whereby the formerly
nomadic or semi-nomadic group known as Irish Travellers, who comprise
a tiny minority within Irish society are depicted not only as quintessential
“outsiders” but also as a projective mechanism for the hates and fears of the
settled (non-Traveller) community. This essay examines a counter-tradition in
Irish oral tradition that rejects these essentialist and reductionist representa-
tions and constructs Travellers very differently. This alternative portayal sets
Travellers within a very different discourse, one where they serve as a coun-
ter-hegemonic undercurrent in Irish society that remains symbolically central
despite attempts at its suppression. This more radical and nuanced discourse,
one whereby that which is initially deemed lowly or subordinate is inverted
and becomes paramount, is circumscribed within the traditions of symbolic
inversion and holy wisdom as long-established in other European countries.
This counter-hegemonic discourse is linked to a discussion concerning the
philosophical possibilities for a movement beyond the politics of difference
that is constitutive of Traveller Otherness or alterity and the potential for a
more nuanced or postmodernist theorisation of Self/Other relations.

Keywords: cultural images, Irish Traveller minority, postmodernist, Self/Other
relations, symbolic resistance,

Irish Travellers are an ethnic minority who have traditionally
lived on the margins of mainstream Irish society. It is estimated
that there are about 30,000 Travellers living in the Republic of
Ireland with a further 2000 in Northern Ireland. There are also
significant communities of Travellers who claim Irish descent
living in Britain and the United States. They are distinct from
the surrounding population due to a range of differing cultural
attributes including family structure, language, employment
patterns and a preference for mobility that is inherent in the
very ascription they attach to themselves. Recent decades have
frequently seen a deterioration in relations between the Irish
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Traveller and non-Traveller (“Settled” communities). Irish oral history from the earliest times
is replete with references to “fir sitil”! and “mn4 sidil”* Some of these people were bards, mu-
sicians or herbalists. Others were tradesmen such as travelling metalworkers, tinsmiths, horse
dealers, sieve-makers, journeymen labourers, stonemasons, rope-makers, animal doctors, tailors,
circus people and fairground entertainers — to name but a few categories of people. Some people
travelled alone while many others travelled with their immediate family or in larger extended
family groups. At least some of these people were the antecedents of the group known until
recently in Ireland as “tinkers”, now called Travellers. The one element which united all of these
different groups was the fact that they were nomadic for all or part of the year. Ireland was a
British colonial outpost for 800 years and British chroniclers and historians didn't make any
distinction between Irish Travelling groups (with specific occupations and languages) and other
Irish who travelled for a living, tending to assign them under generic headings such as “wild
Irish” “masterless men” and “women,” “roving beggars” etc. As a consequence the history of Irish
Travellers that has come down to us in the English language is primarily from the “elite” or the
“establishment” (British sources) and includes little in the way of information about who the
different nomadic groups were in Ireland and how they relate to the people classified under the
ascription “Irish Travellers” today. There is a strong likelihood that the group known as “Irish
Travellers” today are an amalgam of a range of differing groups that existed in previous centuries.
Of the various travelling cultures that did exist prior to this, we know of just a handful where
there are references to a separate group culture and language, references which survived in the
minority Irish language down to around the 1940s. These include travelling tinkers who spoke
Cant or Gammon, travelling stonemasons who spoke Béarlagar and Saor (Stonemason’s Cant),
travelling tailors who spoke Tailor’s Cant and fairground and circus people who spoke Parlari
and sometimes Romanes (Romani). The harsh truth is that we still know very little about the
history or cultures of the various travelling groups in Ireland prior to the twentieth century.
One thing we do know however is that there has been a long history of anti-Traveller
prejudice and a range of negative discourses with respect to Travellers in Ireland and abroad and
that this discourse infused the Irish storytelling tradition as much as it did other aspects of Irish
culture. Narratives that reinforced an anti-Traveller mindset amongst the settled community
were common until the 1950s and 1960s and the pre-television and pre-urbanized Ireland, and
survived longer in more remote and Irish-speaking areas. These folktales including the “Nail”
and the “Pin” folktales — which have been explored by O Héalaf (1977 [1974-1976], 1985)
and Hayes (2006) amongst others - assigned to Travellers the status of “negative Other” and
acted as a justification or validation for their marginalisation from mainstream society. The
negative stereotyping, and the reductionist views of Travellers that accompanied these folktales
undoubtedly had a significant effect on both the settled and Travelling communites and the
fact that storytellers from both communities related the stories (e.g. the Traveller storyteller
telling stories that denigrated his own community) only reinforces the fact that these narratives
bolstered popular beliefs, influenced a public discourse with an increasingly assimilationist bent
and validated the exclusion of Travellers from “mainstream” society. Perhaps the most damaging
belief articulated by these narratives is that the alleged wretchedness anad poverty of Travellers’
lives was justified because of their alleged misconduct. They “deserve” their punishment because
they brought it upon themselves. The marginalization of Travellers from the majority society
was “justified” and the assignation of Travellers to the role of “negative Other” bolstered. Trav-

'ir sidil (Travelling men, wanderers, lit: “walking men”).
*mn4 sitil (Travelling women, wanderers, lit: “walking women”).
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ellers are portrayed as a negative “Other” because they have disturbed the social order of things.
These folktales are seen to serve a similar function to mythic stories of monsters, foreigners or
“the stranger [...]” that “frequently operates as a limit-experience for humans trying to identify
themselves over and against others” (Kearney 2003, 3). While strong prejudices already existed
against Travellers within public discourse for many decades anyway, many would argue that
these have been exacerbated further in recent years with increased “tension” between both the
Traveller and settled communities (often congruent with societal changes , in a fast-urbanizing
society) — as relating to land usage, schooling, housing amongst a range of other issues.

Travellers have resisted attempts at their “mythic” demonization however and unsurprisingly,
they helped to propagate narratives which portray themselves in a non-prejudical light. Irish
folk narratives also include a countervailing “mythic” tradition, one that is far lesser-known,
which countenance that charity and hospitality be displayed towards Travellers. In this tradition
Travellers are frequently seen as “Others” who maintain a certain balance in the majority society
by virtue of their “Other” or outsider status as moral arbiters on the actions (e.g. generosity or
otherwise) of the majority society. They are also the instigators of a powerful form of symbolic
inversion where their “Other” status is shown to be a disguise for their function as “holy people”
or shamans. This countervailing narrative tradition is the subject of this essay.

This counter-tradition manifests itself in a story entitled Ortha an Ghreama (The Stitch
Charm) where Jesus and Mary act as shamans or healers, “outsiders” who morally arbitrate on
the actions of the settled community. There are many different variants of this charm/prayer,
which is preserved in the form of a story’. Amongst the most common settings for this story
is one whereby the Virgin Mary and the Child Jesus, in the guise of Travellers, are travelling
through the countryside and seeking lodgings for night. Occasionally they are in exile in Egypt
or running for their lives from King Herod. They seek lodgings for the night and find “hospi-
tality” refused to them, in most cases by the woman of the house. The man of the house meets
them as they are about to take to the road again and he makes a bed of flax for them in the
corner of the house or in an outhouse. During the night a terrible pain afflicts the man, and
the woman of the house asks the Travellers if they can do anything to save him. Jesus or more
often the Virgin Mary provide the cure while reciting the moral-laden “déilin™:

A rude wife with a gentle husband

She put the Son of God lying in the flax,
Mary’s Mantle and the Five Fingers of Jesus
to be placed on the site of the stitch when

it is at its most painful. (IFC, Iml. 459: 233)

In some variants of this narrative the backdrop for healing is the Nativity, a cataclysmic
event which shapes the future history of the very world itself. The fact that the Travellers in
the guise of holy people are refused hospitality when the Saviour of the world is about to be
born emphasizes the churlishness of their would-be hosts and is itself indicative of the impor-

3 Ortha an Ghreama is one of the most common charms/prayers in the popular traditions of both Ireland and
Scotland.

#déilin — (Irish: literally “rigmarole” , “sing-song” or “litany” ). The déilin{ uttered in narrative-charms.

>Note on Abberviations: IFC = Irish Folklore Commission; Iml. = volume (refers to volume number in the
Irish Folklore Commission Archive). For example (Iml. 97: 51) refers to volume 97, page 51. These volumes were
accessed by hand on the microfiche reels of the IFC Collection as available to students and researchers in the James
Hardiman Library, NUIG, Galway.
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tance of the virtue of charity. In other variants the context of the Travellers plight is equally
profound and urgent. They are the Holy Family in flight from King Herod and in fear of their
lives, a situation which makes the refusal of their request for lodgings all the more serious. The
charm-story known as Ortha an Ghreama can be linked to the “Nail/Pin” stories because in each
tale either Jesus or the Virgin Mary act as a moral arbiter who assign a negative “recompense” or
punishment — sometimes in the form of a troublesome spouse — to those who are ungenerous
towards them when they seek hospitality. It can also be linked to a very old discourse in the
Irish folk tradition where the Traveller/beggar is a holy personage in disguise. Ortha an Ghreama
also directly elucidates the central role that Travelling people played in the healing tradition of
Ireland over many centuries. It also links with older ideas of good luck/bad luck and what is
often defined as “karma” in other cultural contexts and traditions of symbolic inversion on a
cultural and societal level. I also agree that these narratives echo or encompass traits that can
be found in a wide range of spiritual traditions, with reference to the “holy fool” — be these
traditions Christian, Orthodox, Jewish etc.

An important element of the Russian Orthodox tradition of the “holy fool” or jurodstvo in its
earliest forms was that the fool purposely does crazy, bizarre, illogical or even (apparently) immoral
things so as to somehow acquire thereby greater humility in the eyes of the spectators or followers
once unmasked. As evidenced in this discussion of Ortha an Ghreama, one of the fundamental tenets
of “holy wisdom” as encompassed through symbolic inversion, is the notion of contradiction and
paradox as expressed in a para-normal or supernatural context and often through contradictions
incorporating wisdom vs. foolishness, purity vs. impurity, veneration vs. derision (on the part of the
spectators), humility vs. aggression and tradition vs. wandering or nomadism.) Interestingly, with
respect to twentieth-century literature, the theatrical work of Italian playwright Dario Fo — where
what is initially deemed lowly or subordinate is inverted and becomes paramount — is probably one
of the best modern referents to the tradition of symbolic inversion and holy wisdom, as elucidated
in these apparently simple or straightforward folk tales or narratives.

In the following example of Ortha an Ghreama there is a slight twist to the normal pattern
because the “woman of the house,” in addition to being churlish, is also the recipient of the
“punishment” in the form of physical sickness:

Prayer against the Stitch

It was a cold wet night in the depths of winter and heavy snow was beating down....Such a night of cold
and rain had never been seen even within the memory of the oldest people. It was an exceptional night
without doubt, the kind of night that you wouldn’t want the worst of your animals to be out in, never
mind a Christian...In the body of the tumult and the wind there was a poor Travelling woman walking
slowly along the rough road, a young child by her side...“God’s help is always at hand, Mother. I see
a light a close to us now. Let’s go towards it.” “We must get lodging and a bed from the people of the
house”, said the child. There were only two people in the house...The man of the house was a quiet and
honest man but that wasn’t true of his wife. She was a rough, hard-hearted person. When a knock came
on the door, she got up from where she was sitting and opened the door to the Traveller woman. She had
no idea beforehand that it would be a Traveller woman at the door. If she had known beforehand, there’s
no fear that she would have opened the door for her. The Traveller woman greeted her and asked her in
the name of the Lord — whether she and the child could come in out of the storm. “We have no place
here for Travellers”, said the woman of the house sarcastically. “We have neither a space nor a bed for
you. Indeed but it’s funny time that you come looking for lodgings. Hit the road now and go somewhere
else.”...She was setting off again when the good-hearted man of the house called out to her. “Maybe we
can find you a place here somewhere. ...Stretch back there on the flax there in the corner and it will be
a sort of a bed for the two of you until morning. She blessed him and thanked him and she came in. He



ORTHA AN GHREAMA AS A LESSER-KNOWN IRISH TRAVELLER NARRATIVE 171

put on a blazing fire and gave them a good supper... When he had the poor woman and her small child
settled in the corner he recommenced with his work but his wife stopped suddenly and announced that
she wasn't feeling very well. She said that she suddenly felt very sick. ...She was feeling worse as each
moment went by. The poor man was in distress. What would he do? He woke up the Travelling woman
and told her the story. The child was awake also and he took great pity on the poor man.

“Mother”, he says, “would you not do something for her”.

“You do it son”, says she, “because you have the power”.

The child didn’t say anymore. The woman was in a very bad way now and she was screaming and in
fits of pain.

“Mother”, “would you not do some good for her?” says he.

“You do it son”, says she again, “because you have the power”.

The child got up then and he went over to the bed where the woman was sick. He put his hand on the
spot where the stitch was and he spoke as follows:

“A charm that was worked by Saint Brigid of the Mantle,

A charm that was worked by Michael of the shield

A charm that was worked by God in Heaven

A charm that worked by the twelve apostles

A rude wife with a gentle husband

That put the Body of Christ lying in the flax,

Mary’s Mantle against the stitch

In the name of the Father, the Son and the Holy Spirit, Amen”.

No sooner had He said the words but the woman started getting better and the sickness started easing
off. She knew well then who their visitors were, that it was our Saviour, a hundred praises be to Him, and
his Holy Mother, and that they were in the guise of Travelling people. She was ashamed and repented
then for having been so cruel to them when they asked her for lodgings. She rose and threw herself on
her knees in the presence of Our Saviour and his Mother and she asked them for forgiveness. And they
forgave her and Our Saviour told her to be good-hearted and free with alms from then on. He told her
to always come to the help of the poor when they came calling. She promised Him that she would and
she kept that promise until her dying day. (IFC Iml. 26: 147)

Ortha an Ghreama garners much of its subversive narrative power from the “ambivalent”
characters who are “holy people” in disguise. The Travellers are representative of a counter-he-
gemonic undercurrent in Irish society that remains symbolically central despite constant attempts
at its suppression. In these narratives, Travellers — in the guise of holy people — rebel against
their marginalisation from the dominant discourse through their role in a countercultural
healing process that incorporates both the physical and psychic healing of society as a whole.
I link this counter-hegemonic discourse with the discourse of a countercultural or subversive
rebellion against the exclusion of the “Other” in the form of satirical invective and carnivalesque
parody. The hidden or “masked” nature of the Travellers in Ortha an Ghreama is indicative of
their subversive and counterhegemonic potential.

They are not what they seem and “the ambivalence regarding their ‘true’ natures is the
instigation for a form of subversive resistance, a resistance that insinuates itself exactly at those
‘capillary points’ of social interaction where Foucault (1970) theorized resistance to take place”
(Hayes 2007, 71). This subversive ambivalence can be linked with the concept of “symbolic
inversion” as theorised by critics, literary theorists and anthropologists etc. “Symbolic inver-
sion” as defined by Babcock (1978) includes as a central tenet the “surprise” inversion of the
“mainstream’s” “norms” that is characteristic of the folktale Ortha an Ghreama:
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“Symbolic inversion” may be broadly defined as any act of expressive behavior which inverts , con-
tradicts, abrogates, or in some fashion presents an alternative to commonly held cultural codes, values,
and norms be they linguistic, literary or artistic, religious, or social and political. (15)

“Symbolic inversion”, both derives from and conflates a wide range of cultural analytics today.
Consequently, the manner in which I discuss the term here can be read as straddling a range of
disciplines and incorporating both past and present uses of the term “inversion” including con-
cepts that are similar or analogous. “Inversion” as defined in cultural studies today intimates a
reversal of worldview or the concept of the “world upside down”. This definition appears to have
remained constant since the era of the early Renaissance at least, the Oxford English Dictionary
(OED) citing the meaning of “inversion” as that which is “a turning upside down” or “a reversal
of position, order, sequence, or relation” (OED 1978, 1477). In literary culture this reversal of
position was often associated with the negation of particular position or argument as explained by
T. Wilson in his Logike of 1567, “You may confute the same by inversion, that is to saie, tourny-
ing his taile cleane contrary” (1567, 20). From the earliest times therefore, inversion has had an
intimate link with the concept of negation. Every human experience encompassing a cultural
dynamic is imbued with an element of negation as indicated by historian Kenneth Burke (1968):

the study of man as the specifically word-using animal requires special attention to this distinctive
marvel, the negative. (419)

Since symbol-using is a central feature of the way in which human beings order the universe,
Burke argued it was necessary for us to introduce symbolic elements into our every experience.
As a consequence, humans beings find that “every experience will be imbued with negativity”
(469). Discussions of symbolic inversion such as David Kunzle’s essay “World Upside Down”
(1978), a study of “upside-down” iconography in European broadsheets, demonstrate that the
concept of inversion is a very old one. It is a history which dates back to the Greek paradox
as written by writers such as Homer, a history which Donaldson describes as “an ancient and
widespread one, found very extensively in popular art and literature throughout Europe from
classical times” (1970, 21-22). Rosalie Colie (1966), who undertook research into the use of
paradox during the Renaissance era, described symbolic inversion or the “world upside down”
as one of a range of paradoxical techniques whereby what is “not” may be discussed, though in
its strictest logical sense it cannot. Linking symbolic inversion with techniques of paradox she
saw inversion as a major convention of paradox, namely that which is actually “impossible”
or utopian. Paradox and irony as informed by inversion are seen to play on the margins of
meaning, a play that inhabits a free space incorporating the negative. The philosopher Soren
Kierkegaard (1968), who theorized the concept of irony, saw those techniques incorporating
symbolic inversion such as paradox, as operating at the limits of discourse. Like Foucault’s
“capillary point”, he saw the margin as the locus of a particular energy, a gap between saying
and meaning wherein the ironist was negatively free. Colie’s (1966) theorization also located
inversion within a position of liminality, a locale where paradoxes could play back and forth
across those boundaries that are considered terminal or categorical. Inversion incorporating
parody always involves the dialectic according to her theorization. It is by nature self-critical
and creative and is always “challenging some orthodoxy, the paradox is an oblique criticism of
absolute judgement or absolute convention”, “at once its own subject and its own object, turning
in and upon itself” (10, 518). Henri Bergson’s Le Rire (1956) theorized inversion as a literary
device and identified it as the ancient principle of comedy. Inversion as comedy incorporated
surprise and the switching of social roles so that they became “upside-down”. It involved:
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a sudden comic switching of expected roles: prisoner reprimands judge, child rebukes parent, wife
rules husband, pupil instructs teacher, master obeys servant. (Donaldson 1970, 5-6)

The comic as incorporated in the world of “upside down” appears somewhat frivolous,
the “topsy-turvy” coalescing with the slightly anarchic. However, the moral essence of the
“upside-down” world incorporates a serious attack on control, on hierarchies that appear irre-
ducible and on those systems that are closed off to the marginal elements in society. Bergson
defines this attack as an assault on “the irreversibility of the order of phenomena, the perfect
individuality of a perfectly self-contained series” (1956 [1900], 118). Bergson discussed the
serious aspect to negation in his essay 7he Idea of Nothing published in 1911. He pointed to the
absence of negatives in nature and linked this argument to what later became known as “negative
theology™. Bergson’s exploration of negation was taken further by Kenneth Burke who linked
symbolic inversion with negation and the negative theology he adduced in the symbolism of
religious systems. Burke (1968) identified negation as a function peculiar to religious systems.
In his view, God is generally defined in terms of what he is not and religions are often built in
antithesis to other persuasions. As symbolic systems go, religions are amongst the most explicitly
negativistic of all symbolic systems’. Expressions of the deity or the transcendent encompass
negative affirmations whose core is paradoxical (e.g. God is infinite, God is incomprehensible
etc.) As argued by Burke, the concept of a transcendent realm is an example of a “positive-seem-
ing word for what is really the function of the negative” (1968, 437). Negation as the function
of symbolic systems has been theorized extensively by Burke (1961, 1968) and is analogous
to the process of symbolic inversion under discussion here. Symbolic inversion as outlined
in the folktales and folk-anecdotes under review here encompasses an extension of negation
because what takes place is in fact a negation of negative on the part of he/they who is/are
marginalized. Burke (1968) refers to this type of inversion or negation as a kind of “aesthetic
negative”, “whereby any moralistic thou-shalt not provides material for our entertainment, as
we pay to follow imaginary accounts of ‘deviants’ who in all sorts of ingenious ways are repre-
sented as violating those very Don'ts” (13). Prior to Burke, Freud had used psychoanalysis as
a framework to theories of the concept of negation and came to similar conclusions as Burke
as to the indispensible function of symbolic negation in the formation of the human psyche:

By the help of the symbol of negation, the thinking-process frees itself from the limitations of
repression and enriches itself with the subject-matter without which it could not work efficiently...
the achievement of the function of judgement only becomes feasible...after the symbol of negation has
endowed thought with a first degree of independence from the results of repression and at the same time
from the sway of the pleasure principle... (1950, 182-185)

The ambivalent and sometime dangerous aura that encircles the concept of negation has
meant that studies of symbolic processes, whether undertaken by philosophers, social scientists

¢'The concept of “negative theology” was once confined to the traditions of mysticism and hermeticism. It
is today a fairly common subject of discussion in what is commonly refered to as radical (or the new) theology.
Negation as a creative symbolic has been discussed by Cox (1970) who has criticized the tendency of radical the-
ologians to ignore the playful and festive aspects of negation. Cox’s discussion of negation proposed a “theology
of juxtaposition”, a discourse which has much in common with Burke’s theorisation of symbolic inversion and its
relation to the notion of “aesthetic negation”.

7 Burke follows Hegel and Nietzsche in arguing a negativistic nature of religion as a symbolic system. One of
the core definitions of man as a moral being encompasses the negativistic according to Burke, citing the prescription
“thou shalt not” (1968, 12-13).
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or literary critics, have tended to ignore the importance of the concept of negation within
cultural systems and the importance of questions such as that posed by Derrida:

what is the relation between the self-eliminating generation of metaphor and concepts of negative

form? (1974, 9)

A reluctance to engage with negation is understandable to a certain degree. Any focus on
the negative inevitably runs counter to the psychological habits and cultural conditioning we
experience in conjunction with the strongly positivist emphases of today’s social sciences. An
engagement with the negative or that which is considered counteractive is necessary however if we
wish to come to a full understanding of the subversive undercurrent within cultural patterns or
what Geertz calls those “elements of a culture’s own negation which in ordinary, quite un-Hegelian
fashion are included within it” (1966, 65). Theorists of the “Other” have identified the process
of inversion as linked with those binary divisions which characterize symbolic ordering between
“self” and “Other” and between differing peoples and places in a range of political contexts. The
“low” “Other” that is the catalyst of symbolic inversion is always a site of contradiction, the site
for mutually incompatible representation and conflicting desires. Representations of the “low”
“Other” or those lower strata (whether of the body, of literature, of society or of place) are a loci
of ambivalence, an ambivalence which gives the “Other” its particular subversive energy. The
negated “Other” is both desired and reviled, and the subject of debasement and longing. This
recurrent pattern whereby the “top” or “self” tries to reject or eliminate the “bottom” or “Other”
was constitutive of the evolution of Western society as delineated by Said. The mythical Orient as
“constructed” by a Europe intent on the legitimization of colonialism was the locus of a profound
ambivalence. The Orientalist strategy depended on “[a] flexible positional superiority, which puts
the Westerner in a whole series of possible relationships with the Orient without ever losing him
the upper hand” (1978, 2). Said also made the observation however that:

European culture gained in strength and identity by setting itself off against the Orient as a sort

of [...] underground self. (3)

The same ambivalence whereby “top” endeavours to eliminate the “bottom”/”Other” for
reasons of status or prestige only to find that it is in some way dependent on this “Other” recurs
within different symbolic domains of (especially) bourgeois society, particularly from the period

of the Renaissance onwards. Stallybrass and White outline the development of this dynamic
of the “low” “Other” as follows:

We find the same constitutive ambivalence around the slum and the domestic servant in the ni-
neteenth century; around the disposal of “waste” products in the city (though not in pre-Renaissance
rural culture); around the carnival festivity of popular culture; around the symbolically base and abject

animals like the pig and the rat [...]. (1986, 5)

Not alone does the “top” in the symbolic domain attempt to eliminate or reject the “low”
“Other”. The “top” also actually seeks to centrally include what is symbolically “low” as a con-
stituent within its own (often eroticized) fantasy life. This pyschological dependence on those
“Others”, who opposed and excluded, at the social level has as its end result the construction
of a subjectivity that is ambivalent, one where power, fear and desire are fused in a conflictual
and elusive fashion. What appears peripheral socially often comes to assume a central dynamic
in the symbolic sphere as outlined by Hegel in 7he Phenomenology of the Mind (1964) where he
discussed the dialectic of the master and the servant. His classic inversion of the master-servant
relationship was the catalyst for a process of self-enfranchisement and the genesis of that form
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of negation which he termed the “unhappy consciousness”. The concept of inversion and the
symbolic centrality of the “excluded” “Other” has assumed a role of some prominence in an-
thropological studies in more recent decades, particularly those studies which have analysed
so-called “primitive” or “traditional” societies. The earliest of these studies have linked inversion
with the classificatory nature of humankind’s systems of symbolic ordering:

For the classificatory body of a culture is always double, always structured in relation to its negation,
its inverse. (Stallybrass 1997, 300)

All symbolic inversions define a culture’s lineaments at the same time as they question the usefulness
and absoluteness of its ordering. (Babcock 1978, 29)

The Anneé sociologique school of writing encompassing scholars such as Durkheim, Van Gen-
nep and Mauss and Hertz all located inversion within a classifactory framework that incorporated
ritualized behaviour or “rites of passage”. Leach (1953) who developed some of Van Gennep’s
ideas on symbolic representation associates symbolic inversion with “liminal” events that signal
“rites of passage” or “rites of rebellion” such as seasonal or end of year festivities, funerals and other
occasions that include rituals or events incorporating symbolic “reversals” (see Gluckman 1965).

Bakhtin has been the primary advocate of the “carnivalesque” concept as a mobile set of
symbolic practices and discourses which underpinned social revolt and conflict before the nine-
teenth century. While Bakhtin championed the “carnivalesque” as a utopian model for social
change, some social theorists have remained unconvinced as to its power to impose societal
change®. Eagleton saw the symbolic inversion that was symptomatic of “carnival” as a relatively’
ineffective attempt at the counter-hegemonic:

[...] carnival is so vivaciously celebrated that the necessary political criticism is almost too obvious to
make. Carnival, after all, is a licensed affair in every sense, a permissible rupture of hegemony, a contained
popular blow-off as disturbing and relatively ineffectual as a revolutionary work of art. As Shakespeare’s
Olivia remarks, there is no slander in an allowed fool. (1991, 148)

Marx however, identifies ritual rebellion as a positive and significant step towards the devel-
opment of a revolutionary class consciousness. The argument as to whether the symbolic inversion
of the “carnivalesque” is intrinsically radical or conservative will continue amid a necessity for
increased historical research into those structural explanations that have been put forward for
ritual and/or symbolic rebellion. It is an unnecessary argument in a sense since attempting to
classify the carnivalesque along these lines falls into the trap of essentializing the process that is
carnivalesque transgression. Stallybrass and White provide a via media between both points of
view which eshews the modern tendency to essentialize the carnivalesque and politics:

8 Sales cites two reasons as to why he considers carnivalesque subversion to be a controlled from of social trans-
gression: “[...] First of all, it was licensed or sanctioned by the authorities themselves. They removed the stopper to
stop the bottle being smashed altogether. The release of emotions and grievances made them easier to police in the long
term. Second, although the world might appear to be turned upside down during the carnival season, the fact that
Kings and Queens were chosen and crowned actually reaffirmed the status quo. Carnival was, however, Janus-faced.
Falstaff is both the merry old mimic of Eastcheap and the old corruptible who tries to undermine the authority, or
rule, of the Lord Chief Justice. The carnival spirit in early-nineteenth century England as well as in sixteenth century,
could therefore be a vehicle for social protest and the method for disciplining that protest” (1983, 169).

?Eagleton is ambivalent about the liberating potential of the “carnivalesque”, describing it as follows: “Carnival
laughter is incorporating as well as liberating, its lifting of inhibitions politically enervating as well as disruptive. Indeed
from one viewpoint carnival may figure as a prime example of the mutual complicity of law and liberation, power and
desire, that has become the dominant theme of contemporary post-marxist pessimism” (1991, 149).
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[...] the most that can be said in the abstract is that for long periods carnival may be a stable and
cyclical ritual with no noticeably transformative effects but that, given the presence of sharpened political
antagonism, it may often act as catalyst and site of actual'® and symbolic struggle. (1986, 14)

Irrespective of these various arguments, it is the altering potential of symbolic inversion as
incorporating elements of the grotesque and the carnivalesque which I wish to focus attention
on here. Symbolic inversion as outlined in Ortha an Ghreama can be seen as a form of “negative
feedback” (Bateson 1958 [1936], 288), as one of the means by which the cultural system cor-
rects itself. Symbolic inversion as instanced in Ortha an Ghreama challenges the classificatory™!
worldview and defines a culture’s lineaments at the same time as it questions'? the usefulness
and the rigidity’® of the way the world is ordered. It can be seen as a creative form of negation,
an important reminder of the potentiality of the mundus inversus. It reminds us:

[...] of the need to reinvest the clean with the filthy, the rational with the animalistic, the ceremonial
with the carnivalesque in order to maintain cultural vitality [...] the mundus inversus does more than
simply mock our desire to live according to our usual orders and norms; it reinvests life with a vigor and
a Spielraum attainable (it would seem) in no other way. (Babcock 1978, 32)

In Irish culture the folktale Ortha an Ghreama has at it’s core a symbolic inversion which
carries a profound meaning. The powerful nature of this inversion includes a robust attack on
closed systems of control and categorisation, what Bergson referred to as “the irreversibility of
the order of phenomena” (1956 [1900], 118). The “marginal” Travelling person is actually a
holy personage in disguise. He or she who is denigrated or perceived to live in a “liminal” state
is actually central to the symbolic reconstitution of societal structure and meaning.

The low-Other is despised and denied at the level of political organization and social being whilst
itis instrumentally constitutive of the shared imaginary repertoires of the dominant culture. (Stallybrass,

White 1986, 5-6)

The symbolic inversion evident in Ortha an Ghreama can be linked with a wider and very
wide-ranging discourse in Irish popular tradition where the liminal figure of the Travelling
tradesman, poet, shaman or jester, fool acts to “transgress” the normal “categories” of social life
and thereby criticise and subvert official hierarchies. This symbolic discourse as evidenced in Irish

1]t is striking how carnival and carnivalesque transgression coincided with violent social classes (see Thomson
1972; Davis 1975; Burke 1978).

""Hamnett points out the dangers that accompany the classificatory worldview: “Classification is a pre-requisite
of the intelligible ordering of experience, but if conceptual categories are reified, they become obstacles rather than
means to the understanding and control of both physical and social reality” (1967, 387).

'2The Travellers as depicted in Ortha an Ghreama are not seen to reject totally the order of the sociocultural
world. Instead, they work to remind the story’s audience of the arbitrary condition that is the imposition of order
on the audience’s environment and experience. In doing this, they enable the audience to view certain aspects of
that order more clearly by virtue of the fact that they have turned this order upside-down or inside-out. In doing so,
they echo Nietzsche’s statement: “Objections, digressions, gay mistrust, the delight in mockery are signs of health:
everything unconditional belongs in pathology”.

13 Marcel Détienne links his questioning of the classificatory with the cultural vitality of our philosophical
systems of thought: “A system of thought [...] is founded on a series of acts of partition whose ambiguity, here as
elsewhere, is to open up the terrain of their possible transgression at the very moment when they mark off a limit.
To discover the complete horizon of a society’s symbolic values, it is also necessary to map out its transgressions, its

deviants” (1979 [1977], ix).
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tradition has strong affinities with the concept of the carnivalesque as outlined by Bakhtin and
encompasses imagery and social satire that is often topsy-turvy, grotesque and excessive. The top-
sy-turvy discourse of the carnivalesque also has much in common with the elusive figure known
as the fool, poet-shaman or trickster as defined by Alan Harrison in his study 7he Irish Trickster:

He [the fool] [...] is sometimes nearly divine, sometimes positively subhuman. He can be the one
who emphasizes wrongs through his satire of the social order and he can be the scapegoat who is sacri-
ficed on behalf of that same social order [...] he exists in human society but also in the unknown world
outside and by his passage between the two he can help to establish the boundaries between them and
increase the area of human knowledge and behaviour. (1989, 21)

This discussion with respect to symbolic inversion, resistance and the Irish folktale Orzha
an Ghreama serves to highlight the ambivalence that circumvents the figure of the Traveller
as representative of a counter-hegemonic undercurrent in society, many aspects of which are
rooted in the “philosophical” and subversive laughter of the Renaissance. The “low-Other” in the
figure of the Traveller poet-shaman instigates a rupture of the hierarchical and the hegemonic
in Irish society, a rupture which serves to regenerate and renew the cosmic and the social into
an indivisible whole. This regenerative function takes the form of a subversive rebellion against
the exclusion of the “Other” by means of symbolic inversion and an irreverent laughter that
dismantles hierarchies, a grotesque and carnivalesque laughter that manages disorder through
the comic. In Ortha an Ghreama the figure of Jesus plays with a number of roles, a fact which
links his character with the archetype of the shaman, “holy fool” or “fool for Christ:”

[...] the shaman becomes the child, whether playfully or seriously, and is able to address people
with whom he would normally have avoidance relationships. (Jennings 1995, 109)

His role taking involves a duality and thereby “represents a dialectic between the person
and the event or object, whereby each is synthesised within a single expressive form” (Peacock
1968, 172). This new and temporary dramatization of the “betwixt and between” show role
inversion as the key to a new process of definition. Bakhtin’s concept of the “carnivalesque”
directs attention to the marginal as a locus for transformation, counter-production and the
interrogation of established “truths™:

In the world of the carnival the awareness of people’ immortality is combined with the realization
that established authority and truth are relative. (Bakhtin 1968, 10)

Bakhtin’s (1981) theorisation of the carnivaleque incorporated the central concepts of
“dialogism” and “heteroglossia” whereby multiple perspectives are presented through a range
of contrasting voices, thereby resisting the regularising and totalising tendencies of monologic
forces, whether they be literary or linguistic. Bakhtin’s definition of the term “heteroglossia” is
particularly appropriate to what happens in the role inversion of Ortha an Ghreama, an inver-
sion that reinforces the importance of the polysemous and the necessity for dialogue between
worldviews that appear diametrically opposed to one another. Heteroglossia is described as
another’s speech in another’s language. Its function is the expression of two diverse viewpoints
simultaneously i.e. the direct intention of the character who is speaking and the refracted in-
tention of the author or narrator. Bakhtin links his concept of “heteroglossia” to the dialogic
nature of a Dostoevsky novel in a manner that is analogous to the dual and dramatic nature of
the Traveller/Jesus described in Ortha an Ghreama:
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[The novel] is constructed not as a whole of a single consciousness , absorbing other consciousness
as objects into itself, but as a whole formed by the interaction of several consciousnesses, none of which
entirely becomes an object for the other. (1984, 18)

The dramatic and reinterpretative power of the heteroglossic is due to its enactment of
a multiplicity of voices. The paradoxical nature of the dialogic as incorporated in Ortha an
Ghreama evidences the polysemous nature of symbolic inversion and the potential for a range
of dialogues. The ambivalence that accompanies the perversion of order or values is a generic
feature of the “marginal” character who disturbs symbolic hierarchies as described by anthro-
pologists who have studied the roles of trickster/clown figures in “primitive” societies. Arden
who studied the role of ritual clowns in South American pueblos describes the fear generated
by this symbolic ambivalence:

Clowns make us aware through purposeful action that the most dangerous condition of being
human is one in which there is no order. Clowns flirt with that most dangerous condition, that which
has no precedent or predictable issue. The ultimate immanence is non-order, not disorder or chaos. For
all human groups the ultimate taboo is non-order, and the clown plays his proper role when he stands

outside of order. (1979, 56)

It is through embracing the ambivalence that a greater understanding ensues between the
self and the “other”. Norbeck (1979) theorised the dialogic nature of the relationship between
self and others and the dialectic that is framed within the process of symbolic inversion. Role
inversions as incorporated in the dramatization of cultural and social values are considered
aberrations of everyday behaviour. Norbeck suggests that the opposite ought to be true and
periodic role inversions should instead be accommodated within the norms of behaviour.
The inversion of normally accepted behaviour through dramatization or the use of narrative
makes such events more memorable by “framing them off” from an everyday context (51).
The inversions or ritual clowns, trickster and other marginals embody the central paradox of
individual role-play and the collective drama. These “rites of reversal” make clear that nothing
is as it appears and the society is not as it seems. The pueblo ritual clown works to define the
human condition by presenting opposite yet complementary possibilities for human action as
outlined by Arden:

Itis not that humour and outrageous behaviour as entertainment are unimportant, but the constant
potential for the elicitation of non-order — the creation of another way of human being — appears to be

unique to their role. (1979, 57)

The symbolic archetype that is the “marginal” works to re-create meaning through role
taking or enactment that is the central defining activity of drama itself. The archetype is a
“bricoleur” or myth-maker who takes, and develops the things at hand by imaginatively recom-
bining them. He generates “structure” through creating or re-creating the dramatic metaphor
and thereby endowing it with personal meaning. His role can, of itself, be seen as a dramatic
metaphor since it is a mediating device that connects the unconnected. Louis Hieb succintly
describes the function of the archetype as incorporated in the figure of the ritual clown as follows:

[...] the figure of the ritual clown mediates the oppositions of time and space versus liminality,
social structure versus communitas, and reality and seriousness versus inversion and humour. (1972,

165-166)
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The power of narratives such as Ortha an Ghreama lies in the fact that the symbolic action
instituted by the archetype/shaman uses the same features as everyday life but transforms and
inverts them. Socially inverted behaviour as evidenced in the dramatic action is understood
within the context of sympathetic (or homeopathic) medicine and magic where balance is the
“cure” or the state that is desired. The archetype works towards this balance by reproducing
those features that are causing imbalance. In the case of ritual clowns, the everyday vices of
greed and selfishness are symbolically and vicariously treated by the gluttony and selfishness of
the ritual clowns as evidenced in their dramatic roles. In Ortha an Ghreama Jesus and Mary in
the guise of Travellers are refused lodgings by the hard-hearted “woman of the house”. Although
he is often depicted as an “innocent” newborn, Jesus is often reluctant to perform the healing
as a consequence of their inhospitable treatment by the “settled” community:

She woke up the child and she said to Jesus,
“Wouldn't it be a pity not to heal him.
“Oh Mother”, says he “if we can let us not to cure him”.

Herself and Saint Joseph carried the child over so that he was above the sick man. She held the right
hand of the child and said the words:

A rude woman with a courteous woman,

Mary’s Mantle and her Son (the healer of sickness),

The Body of Christ lying in the flax”,

And then with the sign of the Cross saying:

“In the name of the Father, the Son and the Holy Spirit. Amen. (IFC Iml. 46: 162)

The ambivalent attitude exhibited by Jesus embodies the paradoxical nature of his role as
a liminal figure with power who acts not only as a catalyst for symbolic inversion but who also
questions the nature of humanity and its shared values and norms'. Jesus as shaman/trickster is
seen to define the human condition by presenting opposite yet complementary possibilities for
human action. His reluctance to perform the healing smacks of ambivalence, an ambivalence
that emphasises the reflexive aspect of his actions. Norbeck and Farrer (1979) suggest that the
human mind functions best when it is operating in a dialectic mode as it is this mode that
gives rise to the creative and the spontaneous. Rubenstein (1975) sees play incorporating an
ambivalence between “subjective” and “objective” reality as that which is emotionally analogous
to aesthetic expression and the formation of a new level of understanding. Turner sees play as
as a major aspect of liminality. It invigorates the quality of recombining behaviour that occurs
in non-ritual situations, strange or bizarre patterns. What was known previously now becomes
the unknown and the ordinary becomes exotic. The rules of so-called normal and acceptable
behaviour are shattered as outlined by Victor Turner:

14 Although some variants of Ortha an Ghreama suggest that Jesus’ reluctance to utilise his healing powers is a
direct consequence of his shabby treatment by his would-be hosts, in others we are told that this is not always the
central reason for his reluctant attitude. His reluctance is sometimes tied to the role of the spiritual in his healing.
He says that he is in fact not yet ready to perform miracles in the public sphere thereby echoing the Wedding Feast
of Cana story in the Gospel (“My time has not come yet”, John 2:5): “Out in the night the husband got a colic and
at length and at last the mother said to the Son to do some good for the man that left them inside for the night. /
‘My hour didn’t come yet.” says He, ‘Let you do it.” / ‘Ah, no’ says she, Tll not take the rod out of your hand’ / So
’tis then He started His prayer [...]” (IFC respondent from Kilrush, Co. Clare Iml. 1371: 245).
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When elements are withdrawn from their usual settings and recombined in totally unique configu-
rations [...] those exposed to them are startled into thinking anew about persons, objects, relationships,
social roles and features of their environment hitherto taken for granted. Previous habits of thought,
feeling and action are disrupted. They are thus forced and encouraged to think about their society, their
cosmos and the powers that generated and sustain these [...]. (1982, 205)

Rites of reversal incorporating symbolic inversion and role transformation such as that which
takes place in Ortha an Ghreama present a mediation taking place between two realities, a media-
tion that is likely to result in a form of humour, a humour that is both ambivalent and frightening.
Kealiinohamoku (1980), who studied the social function of ritual clowns amongst the Zuni people,
described the humour of the clowns as an essential feature in their creation of a form of “communi-
tas”. Communitas was a consequence of the creation of fresh and new relationships between people
who might previously have had little contact. The creativity necessary for the development of this
communitas was one which was inextricably linked with humour. Both Kealiinohamoku (1980)
and Koestler (1964) saw humour as a necessary consequence of the tension generated by the jux-
taposition of two previously unrelated experiences. This tension is resolved through the emotional
response of humour which establishes balance and resolves any dissonance. The reflexive humour of
inversion or topsy-turvydom is a consequence of a number of situations incorporating the inversion
or expectations. These include the most basic individual role transformation (i.e. someone taking
on a role and becoming someone else) and the collective inversion of cultural norms generated by
shamans and ritual clowns. Mary Douglas defines this humour as a form of drama:

The joke merely affords opportunity for realising that an accepted pattern has no necessity. Through
drama, licence is given to “play with” accepted modes of behaviour and action, changing them slightly,
inverting them totally or even perverting their purpose. (Douglas in Hieb 1972, 191)

In Ortha an Ghreama the humour lies in the fact that the audience listening to the story
can see/imagine the mistake the churlish settled community is making by refusing hospitality
to the travelling holy people.This humour is a form of playfulness that contributes to the es-
tablishment of meaning and has strong analogies with Neelands and Goode’s categorisation
of the notion of playfulness as it occurs in the realm of the symbolic:

We use the term playfulness to describe the basic human instinct to play with the relationships
between symbols and their orthodox meanings in order to express or create new possibilities of mean-
ing. Playing with symbol systems, loosening ties between sign and signified, transforming meanings
by creating new and fresh symbolic relationships [...] helps us to consider the meaning of our lived
experience. (1995, 16)

The response of Jesus to their rejection is sometimes ambivalent'®, an ambivalent and grotesque
form playfulness which is designed to drive the moral message of the story home to the audience.
Turner sees ambivalence within ritual as crucial to the power of ritual as a function within symbolic
systems. In his view — “when ritual loses the capacity to play with ideas, symbols and meanings, and
thus loses its “cultural resilience”, it ceases to be a shared agency for collective reflexivity” (1978, 72).
Its playful and grotesque aspects are bolstered by the fact that it is the “man of the house” who suffers
despite the fact that he has exhibited more kindness towards the Travellers than has his wife:

'5In a very occasional variant of the narrative-charm Ortha an Ghreama, it is actually stated in the narrative
that Jesus has deliberately inflicted the pain on the “man of the house” so as to teach his wife a lesson.
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“Do something for him”, the Virgin Mother said to Our Saviour, praise be to her always.

“I won't”, says he. “The man is alright”, says he.

She asked him again to do something for him.

“I won't”, says he. “The man is alright and his wife doesnt deserve it. You do it”, says he to the mother,
great praise be to her forever [...]. (IFC Iml. 1150: 24)

Jesus and Mary as depicted in Ortha an Ghreama use both inversion and a form of ritual
healing to mediate between their own reality as Travellers and the reality of the world from which
they have been excluded. Their role has a dramatic potential analagous to that of a range of other
archetypes incorporating the figure of the shaman/trickster/clown who function in an environ-
ment incorporating the use of ritual. Their use of a ritual process has a unitary function since it
involves not only a “physical” healing but also a psychic healing, i.e. a cultural transformation of
the dramatic structure of knowledge. The healing depicted in Ortha an Ghreama situates the moral
commentary/balance provided by the outsiders/Travellers process within an intersubjective and
communal context. Its aim is analogous to that of ritual drama as outlined by Charlotte Frisbie:

Ritual drama, in dealing with life itself, is a process which serves to unite humans with other hu-
mans, as well as humans with other-than-humans, the revealed with the unrevealed worlds, the visible
with the invisible. (1980, 24-25)

Hieb identifies ritual behaviour as evidenced in the role of the ritual clown as the prereq-
uisite for a sense of “commmunitas” or a dialogue between the “acceptable and unacceptable,
that which is familiar and that which is considered strange” (1982, 185-186). Ritual behaviour
imbues many aspects of the healing tradition in Ireland including the healing traditions of those
who are considered “marginal” or “outside the norms” of the community, such as Travellers.

In Ortha an Ghreama the duality that fuses the temporal and the divine is emphasized
through the role of Travellers in “religious” healing and the spiritual iconography that imbues
these healing rituals. In many variants on this narrative the Holy Family do more than just
function as the “Other” who act as a moral arbiter on the actions of their hosts in the “settled”
community. They are also the enforcer of certain Christian tenets including that of punishment
for evil that is committed. The Child Jesus is depicted as the enforcer of a moral “retribution”
that is both harsh and immediate — i.e. the terrible pain which afflicts the “man of the house”.
This links with the popular belief that it is not only in the afterlife that our behaviour will be
“balanced”. Whatever measure the giver gives to others in this life is that which they in turn
receive either in the afterlife or more immediately in this life. The “recompense” or gui (prayer/
wish) of the holy personage in Ortha an Ghreama is one that is designed to make the audience
think very carefully about the consequences of their actions towards those who seek hospitality.

Ortha an Ghreama

Our Saviour and His mother were going around and they went in to a house and the house was full of
flax and the bed they got to lie on was the bales of flax and when they were leaving in the morning Our
Saviour put the a pain on the father.

“Ob”, says His mother to him, “why did you put a pain on him, wasn’t he very good to us.” “Oh, it will
hurt her too,” says Our Saviour, “when she sees him and you can cure him and He said: “Fear séimh ag

bean bhorb [...]. (IFC respondent from Bantry, Co. Cork Iml. 809: 403)
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That it is the “kinder”'® of the “settled people” who suffers the physical punishment is part of
the “ambiguous” power of the narrative:

[...] “Oh indeed”, said the Son of God. “T’ll give her a fright before daylight comes.” “What will you
do with her?” said the Mother.

“I'll put a pain in the side of the man of the house”, he said.

Wouldn't that be a big pity to do that to such a nice courteous man who gave us lodgings?” said the Mother.
“You'll see him jumping all over the house in a minute”, said He. (IFC Iml. 48: 275)

Or

The bed the woman of the house gave them was on the tow that they extract from the flax. The
Mother and child didn’t like this as a bed. He [the child] put a searing pain on the man of the house
and the man was very sick. (IFC Iml. 1038: 141)

The inversion evident in Jesus’s “strange” behaviour also has strong affinities with the
“ordering” function of other shaman-types such as ritual-clowns whose inversions are initially
indicative of institutionalized chaos. The “inverted” behaviour of Jesus in his apparently “selfish”
allocation of punishment echoes the selfish manner in which the Travellers have been treated.
Fyfe describes the strong association between socially inverted behaviour (on the part of the
ritual clown) and the context and use of sympathetic or homeopathic medicine and magic:

Balance is the desired state; and imbalance is treated by reproducing those features that are causing
imbalance. For example, greed and selfishness within everyday life will be symbolically and vicariously
treated by the gluttony and selfishness of the ritual clowns. (1998, 220)

In some variants of Ortha an Ghreama Jesus goes further than simply “applying” the pun-
ishment and explains the moral reasoning behind his actions:

The Stitch Prayer

“A prayer worked by Mary and her Son,

A prayer worked by Brigid of the mantle

A prayer worked by Michael of the shield,

A prayer that God worked with power,

A rude woman with a kind gentle husband,

‘That put the Body of Christ lying on the flax last night,
Mary’s Mantle to the stitch.

In the name of the Father, the Son and the Holy Spirit.”

When the Virgin and her Son went looking for lodgings they didn’t get it. That is the story. The man
said to let her in and the woman of the house said she wouldn’t unless they were prepared to sleep on
the flax, and that is what they did to the Virgin in the end. Our Lord inflicted the pain on the man and
the Virgin Mary said to Our Lord that they should go back and heal the man, that the man was a good
man and why had he inflicted a sickness on him. Our Lord said he had done it to make the woman think
carefully about things. (IFC respondent from Caherdaniel, Co. Kerry Iml. 148: 427)

1°In most variants of Ortha an Ghreama it is the “man of the house” who suffers the pain although he has
been kinder to the Travellers.
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The use of symbolic inversion in order to impart a more profound message also operated
as a form of protection for a wide range of Travellers including tinkers, healers, “poor scholars”
and other nomadic craftsmen when attempts were made to marginalise them. The inversion of
“official” hierarchies which culminates in an ironic dependence on the “excluded” Other has
parallels in a much wider and subversive “top-down” discourse in Irish folklore as indicated by
the following anecdote:

The Priest and the Travelling Man

There was a Travelling man and one day he was walking along the road and he was passing a church
and the parish priest and three men were lifting a big heavy rock near the church. The Travelling man
said to them.

“I will give you a hand”,

He did not have a good suit of clothes on him and the priest said to him,

“Off with you, you're not going to join any company of men”.

“O”, said the Travelling man walking on, and he looked back at the priest, and he said to him, “The
One who composed is better than the one who criticised”.

That was to say that it was the Son of God who composed it.

That was when the priest understood what he meant and he said,

“O, that is true”. The priest thanked him (for his words) and asked him for forgiveness and admitted
that what he said was wrong. (IFC Iml. 1862: 70)

Some versions of Ortha an Ghreama serve as a brief “sermon”. In addition to defending

those who are considered outside the “norms” of society they often function to impart a spe-
cific moral message directly to the story’s audience. At times this moral “tenet” as contained in
the narrative is a simple observation on the nature of human existence such as the following:

“A rude husband with a gentle wife, but the Son of God left lying on the flax,
A gentle man with a rude wife, but the Son of God left lying on the flax.”
You never saw a couple — you never saw any pair — that could “get on”

with one another and never have the slightest disagreement”. (Ar Aghaidh, 28 Nollag 1938, 6)

On other occasions, the moral precept extols the benefits of those stati in life which appear
on first glance to be unattractive, unwanted or “topsy-turvy”.

'7'That the “shabby” treatment given to the Holy Family in Ortha an Ghreama was incorporated into the
discourse of Travellers and used as a form of symbolic inversion with a certain satirical intent is indicated by the
following “reminder” issued by the blind west of Ireland Traveller-poet Anthony Raftery which survived in Irish
popular tradition: “When Raftery was going around and looking for lodgings wherever he could find it he called
one night into a certain man. And he was the type of man who didn’t have much room in his house. There was a
fistful of ferns in the corner of the house — probably for burning — for using in the fire. This man had three young
sons. They went to bed and Raftery came in seeking lodgings. Well I don’t have any good place to put you but I
don’t want to put you out. You can stay until morning. Raftery said that he didn’t mind so long as he could stay in
the shelter of the house. When the three boys were gone to sleep the old man arranged a bed for him on the pile
of the ferns. He arranged the bed of ferns so that it was as neat as possible. And when he was getting ready for bed
himself, one of his sons spoke in the back of the room. He spoke in a low voice so that Raftery would not hear
him. “Well’, he says. “You'll hear talk about this bed of ferns yet’, says the son. Raftery overheard him. When the
man of the house was asleep Raftery says: “I am faitly well-travelled, / I am always going, walking the country, / I
am going through the country and meeting the poor and the naked, / Many’s the place that I have bedded down,
/ Throughout the breadth of this country and me miserably poor, / And although I've walked the whole country /
I was never a fern-hen until tonight!” (IFC Iml. 368: 375-377).
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The clear implication of the charm-story is that Travellers people are holy personages or
that saintly people like Jesus and Mary can be found travelling in the guise of those who may
appear poor or downtrodden. While many variants on the charm-story simply end with the
punishment of inhospitality, there are others where the “settled” community are seen to realize
the consequences of their misbehavior and react with humility and a firm purpose of amendment:

Do bhios aici go maith ansin cé bhi aici gur bé Ar Slanuighthéir é féin, céad moladh go ded leis
agus a Mhdthair Naomhtha do bhi ann éide locht sidbhal. Do thdinig ndire agus aithreachas uirri i dta-
obh bheith ¢6 cruaidh led nuair d’iarradar l6istin uirr. (IFC respondent from Co. Kerry Iml. 26: 147)

(She knew then exactly who they were - that it was Our Saviour himself, a thousand praises forever
to him, and his Holy Mother who were there - and that they were in the guise of Travellers. She was
ashamed and repentant then because of her cruelty to them when they came seeking lodgings).

Do chuaidh an tinneas ar gedl agus sin é an am nuair a ainithnuigheadar cé bhi aca. As sin amach do bhi
grésta Dé ar bhean an tighe agus a rath ortha [....] (IFC respondent from Dingle Co. Kerry Iml. 1533: 161)

(The pain went away and it was then that they recognized who was there. From then on, the grace
of God was in the woman of the house and she benefited from its gifts [...]).

D’¢éirigh si aniar as a leabaidh is do chaith si féin ar a gldinibh i bhfiadhnis @ ¢t-Sldnuightheora
agus a Mhdthair agus d’iarr pardan air na go h-aithrigheadh orrtha agus chomh maith do fuair agus
dubhairt 2’ t-Sldnuightheoir 1éi go bréch aris an fhaid mhairfeadh si gan aoinne d’éiteach fé 6staideacht
na h-oidhche nd f¢é deire a loirgeochadh ¢ ar son D¢ is bheith go maith i gcémhnuidhe d4 bochtaibh
féin is bheith is féirithint ortha nuair a casfai chuici iad. Gheall si d6 go ndéanfadh agus do coingibh si
an geallamhaint sin go dtf 14 a bdis. (IFC Iml. 27: 280)

(She got up out of the bed and she threw herself on her knees in the presence of the Saviour and
his Mother and she asked them for forgiveness and they forgave her and the Saviour said to her never to
refuse anybody ever again who would seek lodgings for the night or anyone who would seek lodgings in
the name of the Lord — and that they should always be generous to the poor in their midst and to look
after them when they came across them. She promised him that she would do as he asked and she kept
that promise until the day of her death).

Some variants even build on this moral imperative and explain the Christian necessity to
exhibit kindness and hospitality towards those deemed poorer or who are without lodgings of
their own. The following example recorded from the well-known County Kerry storyteller Peig
Sayers indicates that the medieval idea whereby poverty was equated with holiness survived in
Ireland well into the modern era:

The Stitch-Prayer

We should never be dishearted or ashamed of poverty. It is a very good thing to be poor, especially
for the person who can carry the burden of poverty in a dignified manner. Our holy master was poor
and his poor saintly mother, and they are merciful and glorious, and they will help us from the place
that they are in now because they were themselves on this earth once. (Flower 1957, 71; my translation)

That the moral imperative of hospitality should be applied to all Travellers and not just those
who reveal themselves to be saints or members of the Holy Family is indicated by the following:

A gentle woman with a rude husband,
A prayer for the burning stomach
that the Son of God left lying on the flax.
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A man who came looking for lodings on the night that Our Saviour was born in the stable. The man of
the house put him out, even though the woman of the house didn’t want that. The (travelling) man was
only gone when the man got a terrible pain in his stomach. His wife went after the poor man and this

is the cure he gave her. (IFC Iml. 355: 377)

In Ortha an Ghreama Travellers, in the guise of holy people are seen as agents of subver-
sion who provide a temporary challenge to the “normal” social order. The Travellers are seen
to assume a role which mediates between the story’s narrator/audience and their world, one
based on the dual process of imaginatively projecting into, and creating a representation of,
the world. As a shaman-figure the Traveller takes on an intermediary role incorporating two
realities — the Traveller world and the settled world — at once. This role-play on the part of the
figure of the Traveller is indicative of a commonality of experience which is real or imagined,
a commonality which mediates between people. The ritual drama that is Ortha an Ghreama
serves to emphasise the commonality of human experience and endeavour, within a frame-
work of differentiated behaviour. It is what Erikson refers to as “separateness transcended and
[...] distinctiveness confirmed” (1979, 141). Courtney (1982) echoes Erikson’s description
of communal drama, a drama which is based on acknowledgement and respect. Courtney
argues that ritual drama can function as a meaningful metaphor for the notion of community,
rather than of society. While society is predicated on power and status, ritual behaviour as a
reflection of community is based on acknowledgement and reciprocity. The topsy-turvy and
paradoxical nature of the Traveller- shaman generates an attitude of mind which is reflexive,
interpretative and self-conscious. The story’s audience is forced to think hard on the symbolic
dilemna inherent in the tale and the moral choices which the story’s protagonists decide upon.
The Traveller-shaman thus echoes Bakhtin’s fundamental questioning of the assumption that
there is a distinction between the social and the individual. In Bakhtin’s (1984) view, the very
nature of reality is dialogic and polysemous. It is not possible to separate the “self” from the
“other”. From birth to death, — who we are, how we think, what we understand and how
we act are all dependent on our present or past relationships with people. Since the human
consciousness is social as opposed to individual, it is always imbued with ambivalence. This
ambivalence, inherent in the dialogic, generates a tension which strives towards a deeper
understanding between “self” and “other”. This tension strives for resolution through the
symbolic incorporation of both viewpoints that are both the spiritual and the profane. By sym-
bolically dramatising the societal conflict that takes place between the Traveller and the settled
person’s worldview the shaman goes some way towards resolving this conflict. The symbolic
action which occurs is “the microcosm which irreducibly implies, recalls and reflects upon
the social macrocosm.” (Geertz 1986, 13). The Travellers are depicted as ritual figures whose
role is seen to incorporate a new reality, one that stresses unity and harmony and mediation
between opposites. The symbolic duality inhabited by the Travellers allows society’s values
to be transformed and endowed with a new meaning, a meaning the imposition of which,
Geertz defines as “the primary condition of human existence” (1972, 509). The dual-role of
the Traveller figures in Ortha an Ghreama has strong analogies with an anthropological defi-
nition of role-taking in the rituals of non-Western societies as defined by Courtney where the
self is identified with the “other”:

It [...] [the role-play] allows the individual to embody the experience of the “other” within the form
of the role; thus the role mediates the subjectively felt experience and the objectively perceived “other”.

(1982, 52)
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In Ortha an Ghreama the Irish travelling and settled communities are depicted in an oppo-
sitional framework, an opposition which is reconciled through the ritual figure of the shaman.
The depiction of the Travellers is analogous with that of other shaman or ritual-clown figures who
“dissolve” their environment and represent a powerful statement of “process”. This statement is
predicated on a kind of ritual of rebellion whereby strongly countercultural feelings and ideas are
expressed, albeit within a frame of reference which is ritualized and culturally permitted. The lim-
inal phase encompassed in the ritual of the Ortha allows the figure of the Traveller, a figure who
is permeated with cultural ambiguity to move from one social position to another. The dramatic
metaphor that is the Traveller becomes a shared agent for cultural reflexivity. It incorporates the
participants’ (storyteller/audience) felt experience and serves to re-create the categories through which
they perceive reality — what Turner refers to as those “axioms underlying the structure of society
and the laws of the natural and moral orders” (1968, 7). The ambiguous and reflexive nature of the
boundary that the Travellers inhabit is central to the paradoxical role they are seen to play in Ortha
an Ghreama and is analogous with other similar shaman-type figures. This reflexivity demands that
the audience reflect upon both the contrary and complementary sides of the cultural interaction
between “settled” and Traveller, a reflexivity which needs unearthing from what appears to be
ordinary or commonplace. Handleman, discussing the ritual/boundary role of the ritual-clown in
“primitive” society describes this reflexivity which culminates in revelation as follows:

Such boundaries or frames are compatible only with ritual phases which evoke a sense of the sacred
that is buried ordinarily within the routine and the commonplace. Such frames, by evoking both the
sacred and its contrary, heighten the consciousness of participants to sentiments of holiness. Such frames
may be termed “boundaries of transition”, for their concern is less with belief than it is with preparing
participants to believe [...] they erase distinctions between the sacred and the secular, and they prepare

the way for the advent of the deity. (1981, 338-339)

When the Travellers of Ortha an Ghreama are “unmasked” as the holy people they really
are, they, like the ritual clowns known as the capakobam bring the boundary to the sacred centre
thereby erasing societal distinctions. They open the way to the reaffirmation of the world as
a unity of interdependent parts by introducing a meta-message that overrides paradox. Leach
(1976) links this metacommunicative function with the regenerative power that resides in the
limen or those ambiguous interfaces that he sometimes refers to as “dirt”. Handelman defines
such power'® as “the changing of the shape and meaning of the cosmos: if boundaries are al-
tered, then so is the relationship between those parts which these borders order” (1981, 342).

Turner sees the dissolving of boundaries as a primary attribute of liminality. In his view
liminality is a medium which functions to shape archetypes or root metaphors into “radically
simplified” and “generic” models of the ordinary social order (1974, 202). The interaction
between generalised cultural meaning and individual consciouness serves to “validate a con-
ceptual world view by conforming and re-creating extant myths” (Schechner 1981, 103). This
re-creation is a function of the anti-structural within the liminal:

The anti-structural model of the social order not only arises within the medium of liminality — it
is also an ‘essential” version of social structure. In other words, its premises are composed of essential
values, beliefs, and precepts, about how the world should be constituted [...] Within liminal boundaries,

1¥Willeford who studied the role of the fool in “primitive” society identifies a similarly reflexive function in the
“fluid” social role of the fool — “the fool as a borderline figure holds the social world open to values that transcend

it” (1969, 137).
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the ordinary social order is taken-apart and put-together in an essential version of social structure, viz.,
anti-structure. (Handleman 1981, 351-352)

While anti-structure includes certain strong sentiments (e.g those of “communitas”) which
critique the social structure, Turner (1974) argues that it is the re-amalgamation of anti-structure
with social structure that re-invigorates the latter and ensures the regeneration of cosmic (and
hence) social order". The ritualised® nature of this renewal validates certain working paradigms
for action as outlined by Turner:

In ritual [...] primitive society, reappraises its ideology and structural form, and finds them good.
Refractory behaviour and the expression of conflict are allowed, even in some instances prescribed, to
release energies by which social cohesion is recognised to be the outcome of the struggle [...][it is] often
a struggle to overcome the cleavages caused by contradictions in the structural principles of the society
itself. A struggle may also arise from the resistances of human nature to social conditioning. Or both
kinds of struggle may provoke and exacerbate one another. In any case the structure of each kind of ritual
betrays marks of the struggle in its symbolisms and enjoined behaviour. (1968, 237-238)

The narrative power of Ortha an Ghreama lies in its reflexivity, a reflexivity which is par-
ticularly pertinent in a society as traditionally “homogenous” as Ireland. The ritual drama?' that
is the Ortha is generative of new meaning thereby contributing to the reinvention of culture
for the narrator/audience and the healer practitioners who used the Ortha. The Travellers in
Ortha an Ghreama embody the role of cosmic messengers who attempt to instigate changes
of perception and attitude, changes which can transform by means of their collective® or uni-

YThe rejuvenation of the cosmic order in Ortha an Ghreama is as consequence of the Travellers critique of social
structure, a critique that incorporates ritual healing. Handleman (1981) has pointed out to the central role of this renewal
in the positing of anti-structural sentiment as applied to “primitive” or tribal societies: “[...] the rejoining of anti-structure
to social structure [...] renews the latter. This emphasis on the renewal, the rejuvenation, or the regeneration, of cosmic
(and hence social) order, often is striking in the calendrical rites of tribal societies, particularly those associated with
the solstices and the equinoxes. Anti-structure, in such rites (and in others as well), calls forth the imagery of enduring
and valid truths, of a unity of interdependent parts that is momumental in what it subsumes, and of the punctum
indifferens, the point(s) of rest which stabilizes and anchors sacred structures in space and out-of-time” (1981, 352).

2Tt is worth noting the evidence for the resurgence of ritual behaviour in modern times, a resurgence which is
often representative of oppositional social and political stances. The women’s movement, movements incorporating
various forms of civil protest and the “New Age” Movement, including different groups of New Age Travellers have
all deliberately created formalized ritual behaviour as a response to dominant cultural ideologies. A good example of
the latter grouping is the Dongas “tribe” of New Age Travellers in Britain which has led the opposition to road-build-
ing schemes in various areas of Britain during the 1990s. John Fox, a ceremonial artist and founder of the Welfare
State Theatre Company in Britain expresses this new cultural dynamic whereby people in the West wish to emulate
the ritual behaviour of many in non-Western societies, rituals which invert and transform the ordinary into the
extraordinary: “We are looking for a culture which may well be less materially-based but where people will actively
participate and gain power to celebrate moments that are wonderful and significant in their lives. Be this building
their own houses, naming their children, burying their dead, announcing new partnerships, marking anniversaries,
creating new sacred spaces and producing whatever drama, stories, songs, rituals, ceremonies, pageants and jokes
that are relevant to the new values and new iconography” (Fox in Fyfe 1998, 149).

2Tt is generally acknowledged that the Western European tradition has separated drama from other activities
in life. The power of involvement whereby personal concerns and social ones are inked with dramatic involvement
has tended to diminish or disappear entirely within the cultures of the West. The opposite remains the case in many
non-Western or so-called primitive societies. In these societies art (culture), religion and daily life fuse together in
drama so that cultural meanings are renewed and recreated “on a stage as wide as society itself” (Diamond n.d., 31).

22 Walens describes the ceremonial rituals of Northwest Coast Native Americans as an attempt to achieve a new
and collective awareness that has significance far beyond the confines of the social group: “Through the display of crests
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versal significance. Such folk narratives form a discourse where Travellers are seen to subvert
their assignation of “outcast” or “negative Other” as incorporated in “anti-Traveller” folktales
like the “Nail” and “Pin” legends. At its most basic, the moral imperative of a narrative-charm
such as Ortha an Ghreama and associated folk narratives is the necessity to exhibit “hospitality”
towards all Travellers or those regarded as less well-off or without lodgings of their own. That
the lucht siniil (Travellers) are often travelling in the guise of holy personages and are in a sense
God’s representatives on earth is the sub-text of the narrative. The idea that it is dangerous or
unlucky to refuse hospitality to those who request it amalgamates both “medieval” Christian
and traditional Gaelic ideas regarding the necessity for charity. Given the narrative and moral
thrust of these tales and the central role played by Travellers in the Irish healing and storytelling
traditions it is very likely that Travellers themselves had a large role in the promulgation and
preservation of this counter-tradition as encompassed in Ortha an Ghreama. The extent to which
this “subversive tradition”, countering the “negative Other” depiction of Travellers suffused the
iconography of both the religious/prayer and traditional healing traditions in Ireland is testament
to the strength of these narratives and the importance these “counter-tradition” once held. Ortha
an Ghreama as promulgated by storytellers in both the Travelling and “settled” communities
can be seen as a direct inversion of Traveller ostracisation as incorporated in narratives like the
“Nail” and “Pin” legends. In this case, the Traveller is portrayed as a shaman-type figure who
incorporates a duality fusing the temporal and the divine. The liminal position inhabited by
the Traveller is transformed so that his marginal societal position dissolves. This transformation
of the liminal position is indicative of an erosion of the societal distinctions that exist between
different groups within Irish society. The Travellers of Ortha an Ghreama represent an other-
worldly form of order that transforms the temporal and erases distinctions between the sacred
and the secular so that the fullness of a new “truth” can be revealed. The transformative dualism
evident in Ortha an Ghreama is also indicative of one of the folktale’s major functions in the
twentieth century as outlined by Marina Warner (1995):

[...] in conditions of radical change on the one hand, and stagnation on the other, with ever
increasing fragmentation and widening polarities, with national borders disappearing in some places
and returning with a bloody vengeance in others [...] the need to belong grows ever more rampant as
it becomes more frustrated, there has been a strongly marked shift towards fantasy as a mode of un-
derstanding, an an ingredient in survival, as a lever against the worst aspects of the status quo and the

direction it is taking. (1995, 415)

Instead of being perceived as sinners/outcasts whose marginalisation is a deserved form of
punishment, the Travellers in Ortha an Ghreama are indicative of a profound symbolic reversal.
They are agents of subversion in the guise of holy people who provide a temporary challenge to
the “normal” social order. The Travellers assume a role which mediates between the story’s narra-
tor/audience and their world, a role encompassing the dual process of imaginatively projecting
into, and creating a representation of, the world. As a shaman-figure the Traveller takes on an
intermediary role incorporating two realities — the Traveller world and the “settled” world — at
once. The Traveller emphasises the dialogic essence that is the self, as theorised by Bakhtin:

Northwest Coast ceremonies provided for the expansion of the self and the group beyond the social boundaries and in
doing so linked human beings with each other and to the vital forces of the cosmos. Rituals make opposites equivalent: a
local house becomes the entire universe, a human being becomes a cosmic being, the past of myth becomes manifest in
the rituals of the present. The expansion of the self and the group to equivalence with the cosmos is achieved by the close
identification of individuals with the spirit-beings whom they portray in dance and embody in this world” (1982, 23).
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To live means to participate in dialogue: to ask questions, to heed, to respond, to agree and so
forth. In this dialogue a person participates wholly and thoroughly throughout his life. He invests his
entire self in discourse, and this discourse enters into the dialogic fabric of human life, into the world
symposium. (1984, 293)

The Traveller as depicted in Ortha an Ghreama is a figure indicative of an attitude of creative
disrespect. The symbolic inversion which the Traveller invokes is representative of a subtle yet
radical opposition to the hegemonic, the monologic and that which is illegitimately powerful.
It is indicative of the fact that the classificatory body of a culture is always double, always
structured in relation to its inverse, its negation. It reminds us that culture’s most powerful
symbolic repertoires are often located at its borders or margins. It echoes Babcock’s comments
on the centrality of symbolic process in the regeneration of culture:

[...] far from being a residual category of experience, it is its very opposite. What is socially peripheral
is often symbolically central, and if we ignore or minimize inversion and other forms of cultural negation
we often fail to understand the dynamics of symbolic processes generally. (1978, 32)
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1. Introduction

Tracing back to the Middle Ages', Magdalen® asylums® in Europe were initially run by
religious orders or philanthropic entities with the purpose of offering refuge to women in need.
As their namesake suggests, these institutions were inspired by the life of redeemed prostitute,
Mary Magdalene. Thus, some of the women seeking shelter were also prostitutes and it followed
that perhaps they too could be forgiven through penance. Within Ireland, the first of these
institutions was established in 1767 when Lady Arbella Denny opened the doors of 8 Leeson
Street in Dublin as a refuge for women with the stated purpose of delivering them “[...] from
Shame, from Reproach, from Disease, from Want, from the base Society that ha[d] either drawn
[them] into vice, or prevailed upon [them] to continue in it, to the utmost hazard of [their]
eternal happiness” (Widdess 1966, 5). Denny’s refuge was a philanthropic enterprise with
unique socio-cultural dimensions®. Viewed as a prevalent social and moral vice, prostitution
disproportionally impacted women with limited education and economic means’. Thus, these
sites of shelter offered temporary safety while also striving to maintain standards of a decent
society by encouraging women to break from vice as illustrated in religious and moral teachings.
Similar institutions existed across the globe with locales in the United States®,Canada’, England?,

'Rebecca Lea McCarthy charts the evolution of Magdalene institutions noting that “the forced transition
from a pastoral to an agricultural society, undermined traditional Irish Brehon Laws” resulting in a waterfall effect
of policies and attitudes that limited women’s rights in Ireland (2010, 3).

2Throughout this article two spellings will appear: Magdalen and Magdalene. The variance in spelling represents
how the term appears in the published accounts cited herein.

3 Also referred to as institutions, laundries, and houses.

4<[...] the majority of these institutions [...] were operated exclusively by laywomen with the support of
managing committees of male and female trustees. It was not until the 1830s that congregations of female religious
began assuming control of the Catholic Magdalen asylums. While the Catholic religious—run institutions would
continue to operate into the 1990s, the majority of Protestant lay-managed asylums ceased to operate in the early
twentieth century” (Smith 2007, 25). See also Preston (2004); McCormick (2005).

> In Prostitution and Irish Society, 1800-1940, Maria Luddy offers an extensive history of prostitution in Ireland
from the nineteenth to twentieth centuries. While many women worked in prostitution out of economic necessity,
Luddy counters that there is evidence of women actively engaging in forms of resistance — pushing back on a state
that endeavored to police and control their bodies and sexuality (2008, 16).

¢Founded in 1800, The Magdalen Society of Philadelphia was the first asylum in the United States (Ruggles
1983, 65; Smith 2007, xv). In 1843, the Sisters of the Good Shepherd established their first US-based Magdalene
asylum. Between 1843-1899, 37 more Magdalene asylums were established (Jones and Record 2014, 171).

7'The first Canadian Magdalen asylum opened in 1848 by the Congregation of the Sisters of Misericorde in
Montreal (Currier (1898 [1894]), 595). In 1858, Elizabeth Dunlop and others founded the Toronto Magdalene
Laundries with the goal of “eliminating prostitution by rehabilitating prostitutes” (Martel 2014, 56).

81n Do Penance or Perish: A Study of Magdalen Asylums in Ireland, Frances Finnegan highlights that England
opened its first Magdalen refuge in 1758 at Whitechapel. In the next 140 years the number of institutions swelled
to over three hundred (2001, 7-8).
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Northern Ireland’, Scotland'’, and Australia' to offer a representative but not exhaustive por-
trait. Post-famine, four female Catholic religious congregations'? ran the majority of Ireland’s
Magdalen laundries; but, until 1919 these institutions were also associated with Protestant
organizations. Following independence there were ten Catholic run Magdalen laundries in
the Republic of Ireland". Documentation of the existence and purpose of such institutions in
Ireland is well noted in the historical record of the nineteenth century'.

Yet, as the twentieth century dawned, and Ireland’s independence was unfolding, these
sites of refuge shifted to function in increasingly secretive’® and punitive ways'®. During this
time period population demographics also began to shift when “[...] unmarried mothers began
to make up a greater proportion of those who entered these asylums” (Luddy 2008, 117). To
this point, Mary Merritt’s story reveals the generational impacts of Ireland’s Magdalen laun-
dries. Born in a Dublin workhouse, Mary was eventually transferred to the care of the Sisters
of Mercy in Ballinasloe, Co. Galway and never met her mother. At the age of 16, Mary was
caught stealing apples and was sent to the High Park laundry in Dublin where she stayed for
14 years. During this time, Merritt was raped by a priest and gave birth to a daughter, Carmel.
Mary was forced to give her baby up for adoption and was then sent back to work at the High
Park laundry. Nearly 40 years after she gave birth, with the assistance of British social workers,
Mary’s daughter found her (“Ireland’s Hidden”). In September 2019, at the invitation of The
Little Museum of Dublin, Merritt told her story in an installation titled, You Can Leave at

° According to Amnesty International UK, “The Good Shepherd Sisters ran a laundry and home [...] in Belfast
from the late 19th century until 1977 and 1990 respectively. A Magdalene Asylum and laundry was operated by
the Church of Ireland on Belfast’s Donegall Pass [...] continuing into the 1960s [...] the Presbyterian Church was
associated with the Ulster Female Penitentiary in Belfast. In total, Amnesty International [...] identified twelve
Mother and Baby Homes or Magdalene Laundry-type institutions which operated in Northern Ireland in the last
century” (2017).

Linda Mahood offers, “[...] by the middle of the century [...] reform strategies [...] began to shift. Critics
of rescue work [...] argued that rescue workers had to do more than merely provide refuges. They incorporated the
penitentiary principle [...] as they adopted a more aggressive style and missionary methods” (1990, 103).

" Adele Chynoweth reveals, “The Good Shepherd Sisters ran eight Magdalene laundries in Australia. Hundreds
of young women were incarcerated [...] throughout the twentieth century and forced to work, without pay, in the
Sisters’ commercial laundries. Many of these young women had not committed a crime and were not afforded a legal
trial (2014, 176-179). In 2004, the Senate report, “Forgotten Australians: A report on Australians who experienced
institutional or out-of-home care as children” was released. The report led to a national apology from Prime Minister
Kevin Rudd and opposition leader Malcolm Turnbull in 2009. (Parliament of Australia 2004).

12'These congregations were the Sisters of Mercy (SM), Sisters of Charity (SC), Sisters of our Lady of Charity
of Refuge (SCR), and the Good Shepherd Sisters (GSS).

3They were located at Waterford (GSS), New Ross (SC), two in Cork (GSS and SC), Limerick (GSS), Galway
(SM), and four in Dublin at Din Laoghaire (SM), Donnybrook (SC), Drumcondra (SCR) and Gloucester/Sedn
MacDermott Street (SCR).

14 See Luddy (1989, 1995a, 1995b, 1997, 2001, 2007); Finnegan (2001); McCarthy (2010).

15 James Smith highlights some of the challenges associated with secrecy, “[...] the historical record comes to
an abrupt end with the advent of the twentieth century. Because the religious congregations that operated these
laundry institutions continue to deny access to records for women entering the asylums after 1900, historians are
constrained in what they can say, with authority, about the Magdalen laundries as they developed and continued
to operate throughout the past century” (2007, 24).

16 Across the globe harsh conditions existed in Magdalen asylums and while these institutions in Ireland did
transition to a more punitive posture, such cruelty was not a uniquely Irish phenomenon (Anon. 1869; Anon.
1878a; Anon. 1878b; Cushing 1944; Campbell J.W. 1948; Mahood 1990; Hoy 1997; De Cunzo 2001; Murray
2004; Smith 2007).
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Any Time". In reflecting on her choice to accept the museum’s invitation Merritt declared, “I
never received an apology from the church, and I am still angry. I want that apology before I
die. And until then, I will continue to speak out” (White 2019).

Also choosing to be vocal, Gabrielle O’Gorman recounts the details of her life in one of
Ireland’s Magdalen laundries in the documentary, 7he Magdalenes. The film is an educational
collaboration between TrueTube and Professor Gordon Lynch; it was produced in association
with University College Dublin, the University of Kent, and the Irish Research Council. At the
age of 17, O’Gorman details how she was taken to the Sean MacDermott Magdalen Laundry
after nuns disapproved of her relationship with a young man. O’Gorman shares how she was
able to escape, but was soon found by the Gardai and was then sent to the Good Shepherd
Laundry in Limerick where she was held against her will for two years and a half. O’Gorman
outlines the mechanisms of institutionalisation she experienced, such as being forced to wear
a uniform and being told her name was now Stella. She recalls being instructed to write letters
and feeling unwanted as each went unanswered. Only later did she realise that the nuns never
dispatched her correspondence. According to O’Gorman this tactic stripped her of self-control
by instilling feelings of isolation and abandonment. In the film, O’Gorman returns to the now
derelict building where she was once confined. While wandering the decaying space she denotes
how the legacy of institutionalisation “never actually left me” (7he Magdalenes).

The personal histories of Merritt and O’Gorman serve as important testimony'® in doc-
umenting the lived experiences of the women of the Magdalen Laundries'. Their retellings
also highlight the societal mechanisms that enabled such institutions to operate in the newly
independent Ireland. As articulated by Katherine O’Donnell:

The first century of Irish independence was typical of post-colonial states in being marred by endemic
poverty, a Border dispute and the assertion of nationalist social and cultural purity projects [...] Women,
the working classes and the poor (who ironically had participated greatly in winning independence)
suffered inordinately at the hands of those newly established in power [...] Successive Irish governments
continued the colonial Victorian apparatus, established post-Famine, which empowered Catholic religious
orders to take charge of the welfare of the socio-economically vulnerable. (2018b)

In Ireland’s Magdalen Laundries and the Nations Architecture of Containment, James Smith
provides a glimpse into the prevailing attitudes that enabled the noxious expansion of such
institutions. He articulates, “In a society where even the faintest whiff of scandal threatened the

17 According to museum director Trevor White (2019), the collaboration developed from a desire to ethically
showcase a ledger from the High Park laundry that features clients of the largest Magdalen laundry in Ireland and
had recently come into the museum’s possession.

'8 For additional testimony of the Women of the Magdalen Laundries see also: Sex in @ Cold Climate (1998);
Forgotten Maggies (2009); Costello, Legg, Croghan et al. (2015).

1 “The Report of the Inter-Departmental Committee to Establish the Facts of State Involvement with the
Magdalen Laundries” details the following regarding terminology featured in the report “In referring to the girls
and women who were admitted to and worked in the Magdalen Laundries and following consultation with them,
historical terms, such as ‘inmate’ or ‘penitent’, as well as some modern terms such as ‘victim’ or ‘survivor’, were
avoided, so as not to cause any offence or distress [...]. To avoid distress to any party and to avoid labelling these
women against their wishes, this Report uses the terms ‘the women admitted to the Magdalen Laundries’ and
‘the women of the Magdalen Laundries’ throughout, as required by the context. This terminology is not intended
to obscure historically used terms, to convey a sense of voluntary residence to all cases, or indeed to convey any
particular meaning other than to identify in a respectful way the women to whom this Report refers [...]. There
were a number of general imperatives in the choice of terminology [...] the Committee sought to avoid language
which might in any way label, stigmatise or demonise those concerned” (Department of Justice and Equality 2013).
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respectability of the normative Irish family, the Magdalen asylum existed as a place to contain
and punish the threatening embodiment of instability” (2007, xviii). From 1922-1996, at least
10,000 women and girls are believed to have witnessed life inside one of Ireland’s Magdalen
laundries, which former Taoiseach, Enda Kenny acknowledged as “a dark chapter of Ireland’s
history” (2013), one that is characterized by toxic taciturnity and atrocious cruelty.

This article traces the nimble reorganization efforts, from restorative justice to transition-
al justice, employed by a single victim’s advocacy group, the Justice for Magdalenes (JFEM)
campaign, as they participated in a coalition® of like-minded organizations to bring about an
ofhcial apology and enduring justice® for the women of the Magdalen Laundries. Offered as a
mammoth obstacle that was pivotal in spurring transition, Kenny’s apology* is analyzed as an
example of contemporary apologia. This article will argue Kenny’s remarks satisfy the goals of
restorative justice, but impede transitional justice as the language of his apology undermines
non-recurrence. Cognizant that Kenny’s contrition represented a vital step along the winding
journey of maintaining a just society, JEM reconfigured from a platform of restorative justice
and reparations towards transitional justice. Simply stated, JFM recognized that achieving
restorative justice was an important cornerstone to their mission, yet stopping there would
expose a potential exit route to the most responsible parties. Such a departure would threaten a
return to the values that fed into containing women in the first place. Thus, the women of the
Magdalen Laundries, in collaboration with advocacy groups such as JEM, employ rhetorical
silence and extend rhetorical listening as tactics of change.

2. Justice for Magdalenes and Justice for Magdalenes Research

In 1993, before the formal establishment of the Justice for Magdalenes (JEM) campaign, the
three founding members collaborated to restart the Magdalene Memorial Committee (MMC). Ini-
tially formed in response to the communal Magdalen grave” found in High Park, Dublin on property
owned by the Sisters of Our Lady of Charity, the reinvigorated MMC “sought a public funeral for
the exhumed women” (O’Loughlin 1993, 4). However, on the morning of 11 September 1993, urns

2 According to O’Donnell, “JFM ran a successful media campaign, building relationships with journalists in
trusted national and international publications and broadcast stations which ensured the JEM press releases became news
[...]. Gaining public support and trust was further enhanced through strong alliances with four NGOs: Public Interest
Law Alliance (PILA), the Irish Council for Civil Liberties ICCL), Amnesty International-Ireland and in particular the
National Women’s Council of Ireland (NWCI)” (2018a, 86). Additional advocacy groups that were pivotal in the justice
process include: the Irish Women’s Survivor’s Network, Magdalene Survivors Together, and the Magdalene Names Project.

2'In 2011, the United Nations Committee on Torture (UNCAT) published a report that compelled Ireland
to conduct thorough investigations into the Magdalen Laundries. In 2013, “The Report of the Inter-Departmen-
tal Committee to Establish the Facts of State Involvement with the Magdalen Laundries” was submitted to D4il
Eireann. Often referred to as the McAleese report, in a nod to senator Martin McAleese, who served as Chair for
the Inter-Departmental Committee to establish the facts of State involvement with the Magdalen Laundries. This
committee’s mandate “[...] was to establish the facts of State involvement with the Magdalen Laundries. These facts
are set out in this Report as the Committee has found them. During this fact-finding process, the Committee also
gained a deeper and broader understanding of the Magdalen Laundries and the context in which they operated. The
Committee has, in this Report, drawn on all available information and sought to record as comprehensive a picture
as possible of the operation of the Magdalen Laundries” (Department of Justice and Equality 2013).

22 Kenny’s apology refers to the speech delivered on 19 February 2013.

» A report in the frish Press noted that the exhumation “was believed to be the largest single exhumation in the
history of the State [...] the mass exhumation of the private graveyard at High Park Convent, Drumcondra [...] is part

of aland sale deal the Sisters of Our Lady of Charity in a bid to raise funds to cover convent debts” (O’Connor 1993).
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containing the remains of 154 women were privately* reburied in a common grave in Glasnevin
Cemetery, Dublin. MMC member, Margo Kelly expressed anguish over the private interment:

[...] the Catholic Church had an opportunity to begin to make amends [...]. But the same veil
of silence that put those women away in the first place was still there. Those of us separated from our
mothers feel particular anger and grief [...] we got to Glasnevin too late for the actual service, but we
got there in time to see into the grave and to see the urns stacked and to watch the gravedigger fill in the
grave. Looking into that grave, the sense of tremendous anger and sadness we had was just incredible,
that sense of wasted lives and opportunities. (O’Morain 1993, 10)

While MMC was not able to secure a public burial ceremony at the final resting place in Gla-
snevin Cemetery, they did hold an open event in Dublin commemorating the women’s lives. MMC
also campaigned for a memorial bench to be installed in St. Stephen’s Green with a plaque® that was
dedicated by President Mary Robinson in 1996 (“Magdalen Women”).

Then in 2003, “The Justice for Magdalenes (JFEM) campaign was founded [....] by three adoption
rights activists, two of whom are the daughters of women incarcerated in Magdalene Laundries for a
combined total of approximately 60 years” (O’Rourke 2015, 160). Run entirely by volunteers, JEM
was a not-for-profit, victims advocacy group that worked” on behalf of the women of the Magdalen
Laundries. From 2009-2013, JEM was comprised of five core volunteers that included two of the three
founding members, Claire McGettrick and Mari Steed as well as James Smith, Maeve O’Rourke, and
Katherine O’'Donnell. (O’Donnell 2018a, 85).

In May 2013, having achieved their goal of an official apology and a State Redress Scheme, JFEM
transitioned their energies and focus into Justice for Magdalenes Research?” (JEMR). This shift in pur-
pose is credited in large part to the research of Mary Raftery®. Despite only a brief mention, in a single
footnote, within the McAleese report, JEMR attributes their rebirth into an organization focused on
research and education to the significance of Raftery’s investigations® into the exhumations at High Park.

2 As documented in the rish Times the reburial was, “[...] attended by about 25 nuns, their chaplain, Father Tony
Coote, and a small number of lay people” (O’Kane 1993, 4).

»The plaque reads “To the women who worked in the Magdalene Laundry institutions and to the children born
to some members of those communities—reflect here upon their lives”.

2 JFM was awarded the Irish Labour Party’s Annual Jim Kemmy “Thirst for Justice Award” (2013) and the Lord
Mayor of Dublin’s Award (2016).

7 JFRM holds as its mission: “[....] to provide for the advancement of education of the general public by researching
the Magdalene Laundries and similar institutions and by providing information and support to the women who spent time
in the Magdalene Laundries and their families. We understand that in enabling the public to understand the ideology and
contexts that gave rise to such institutions that the Irish people will be more sensitised to contemporary conditions that enable
prejudicial discrimination to become established and even part of State apparatus. We have focused on the role of the State
involvement in the Magdalene institutions and the human rights abuse that occurred there to make the public aware of how to
critique and hold the State accountable even as it seeks to devolve its powers to private organisations” (Justice for Magdalenes).

2 JFMR highlights Raftery’s influence on their evolution writing, “In August 2003 the late Mary Raftery
published the results of an investigation she had carried out into the exhumations at High Park. Were it not for
this investigation our attention would not have been drawn to the additional remains discovered at High Park and
the discrepancies in the exhumation applications. In fact, without Mary Raftery, Justice for Magdalenes Research
(JEMR) would not exist. Our country is forever in her debt” (Justice for Magdalenes Research).

) Raftery’s research exposed financial and procedural peculiarities central to the sale of land. She explains, “The snag
was that the land contained a mass grave. It was full of ‘penitents’, the label attached to the thousands of women locked up
in Ireland’s Magdalene laundries [....]. The good sisters did a deal with the developer who bought their land. They split the
costs of clearing the mass grave, exhumed and cremated the bodies, and re-buried the ashes in another mass grave. However
[...] there were 22 more bodies in the grave than the nuns had listed when applying for permission to exhume. Over one-
third of the deaths had never been certified. The nuns did not even appear to know the names of several of the women,
listing them as Magdalene of St Cecilia, Magdalene of Lourdes, and so on. The final number so callously disturbed from
their resting place was 155. All had died in the service of the nuns, working long hours in their large commercial laundry
for no pay, locked away by a patriarchal church and society ruthlessly determined to control women’s sexuality” (2011).
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3. Restorative Justice

Dating to the 1980s, restorative justice practices have existed across the globe. Countries
such as Australia, Austria, Canada, France, Germany, Japan, New Zealand, Norway, the U.K.
and U.S.A. all have national restorative justice programmes. According to the Centre for Justice
and Reconciliation, restorative justice “emphasizes accountability, making amends”, which
represent important steps in affirming wrongdoing and establishing restitution for survivors/
victims. Central to these goals is the belief that resolution is best achieved through a coopera-
tive process that includes willing stakeholders to come together. Summarised by three central
goals, “repair, encounter, and transformation” and four cornerstone principles, “inclusion of all
parties, encountering the other side, making amends for harm, and reintegration of the parties
into their communities”, restorative justice functions on the premise that atonement is a crucial
element to healing (Centre for Justice and Reconciliation).

In 2000, at the United Nations Congress on the Prevention of Crime and the Treatment
of Offenders, the Vienna Declaration on Crime and Justice: Meeting the Challenges of the
Twenty-first Century, called for the “development of restorative justice policies, procedures
and programmes that are respectful of the rights, needs and interests of victims, offenders,
communities and all other parties”. Continuing to build on the momentum from the Vien-
na Declaration, in 2002, the United Nations Economic and Social Council supported Basic
Principles on the Use of Restorative Justice Programmes in Criminal Matters, which encouraged
the governments of member nations to establish guidelines and standards for the application
of restorative justice programmes in their countries™.

Paul McCold observes, “The evolution of restorative justice as a paradigm is more akin to
a process of discovery rather than invention” (2000, 359). For Ireland, the process of discovery
started with considerations on the applicability of restorative justice as part of the Criminal
Justice Bill 2004 that was signed into law in 2006 (Criminal Justice Act). The conversation
continued in 2007 when, The Joint Committee on Justice, Equality, Defence and Women’s
Rights conducted a review regarding the potential benefits of restorative justice in Ireland. The
Rapporteur’s Foreword acknowledged that:

[...] Restorative Justice is not intended as an alternative to existing practices. Restorative Justice
is not a panacea and is not appropriate for all offenders or for all victims. However....there is gathering
international and domestic evidence to suggest that, when a Restorative Justice approach is adopted as
part of a broader response to crime, victims and the general public are typically more satisfied with the
process and outcome. (Committee Reports)

Further, the report denoted common restorative justice methodologies® as well as how
other countries instituted aspects of restorative justice as part of their criminal justice protocol.

While restorative justice is steeped in powerful theory, and often yields meaningful results,
itis not without limits. Paul McCold and Ted Wachtel caution against oversimplified assertions
that denote a practice is restorative or not. Rather, they suggest examining restorativeness on
a spectrum of “fully restorative”, “mostly restorative”, or “partially restorative” as determined
by factors such as participation of the victim, agreed upon outcomes and reparations, and of-
fenders voluntary assumption of responsibility and remorse (2002, 117, 119, 120, 138). When
restorative justice is evaluated across a range of possible outcomes a level of hybridity emerges.

30 See the United Nations Office on Drugs and Crime (2006).
3'The report highlighted the following as common restorative justice methodologies: Victim/Offender Mediation
(VOM), Conferencing, Sentencing Circles, and Typical Sanctions (traditionally restitution and community reparation).
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For marginalised populations a hybrid approach to healing is integral as the journey to justice
is dynamically recursive. Thus, JEM was adroit in utilizing restorative justice to accomplish
targeted elements of their campaign, while recognizing that in order to foster enduring advo-
cacy a transferal of methodology was imperative — particularly in light of Kenny’s apology as
an example of contemporary apologia.

4. Rhetorical Genre of Apologia

Dating back to the Greek period and still utilized today, apologia is considered by some as
the “most enduring of rhetorical genres” (Ware and Linkugel 1973, 274). Apologetic discours-
es, particularly those appropriated by persons in public positions, are often characterised by
self-defense. Yet within the genre of apologia there is myriad of applications and motivations — in
other words apologia is more complex than saying “I'm sorry”. Sharon Downey contends, “[...]
apologia has undergone significant changes in form because its function has changed throughout
history. Specifically, shifts in function produce five ‘subgenres’ of apologia: self-exoneration,
self-absolution, self-sacrifice, self-service, and self-deception” (1993, 42). In her analysis of the
subgenres, Downey highlights, “Coincidentally, the discourses clustered in four groups of time
[...] the classical, medieval, modern, and contemporary periods*. While the labels denoting
these periods roughly correspond to accepted historical periods, they serve primarily to identify
expanses of time and do not necessarily reflect events which might have transpired in them”
(46). Utilizing Downey’s framework, this section interrogates Kenny’s apology as an example
of contemporary apologia that represents one of the obstacles facing minority groups in Ire-
land. More specifically, the text and delivery of Kenny’s remarks are the exigency that spurred
the shift to transitional justice. Relatedly, rhetorical silence and rhetorical listening empower
marginalised populations to recast obstacles and leverage them into tactics of change.

Before interrogating Kenny’s apology it is instructive to situate the event within the context
of other apologies and redress schemes. In 1999, Taoiseach Bertie Ahern offered one of the
first apologies made on behalf of the State to its citizens. Ahern accepted the State’s complicity
in the abuse and neglect of children in Ireland’s industrial and reformatory schools when he
affirmed, “On behalf of the State and of all citizens of the State, the Government wishes to make
a sincere and long overdue apology to the victims of childhood abuse for our collective failure
to intervene, to detect their pain, to come to their rescue” (“Taoiseach Apologises”). Ahern
pledged redress for survivors and the following year the Commission to Inquire into Child
Abuse Act®®, 2000 (CICA) was passed. From 2000-2009, the Irish Government launched the
Residential Institutions Redress Act 2002 and the Commission to Inquire into Child Abuse
(Amendment) Act 2005%*. Ahern’s apologetic discourse is instructive in that he navigates dual

32 Downey offers more specificity regarding the proposed historical periods by revealing, “This classification
scheme is designed for ease of reading and organizing the analysis. The classical period encompasses approximately
1200 B.C. to 1 B.C., although the speeches analyzed in this period cover from 430 B.C. to 330 B.C. The medieval
period encompasses approximately 1000 to 1700, although the speeches analyzed in this period cover from 1500 to
1670. The modern period encompasses approximately 1700 to 1900, although the speeches analyzed in this period
cover from 1780 to 1880. The contemporary period encompasses approximately 1900 to the present, although the
speeches analyzed in this period cover from 1950 to the present” (1993, 63).

33 Also referred to as the Ryan Commission and the findings published in 2009 are often called the Ryan Report
after Justice Sedn Ryan who served as the chair.

% Minister Mary Hanafin explained, “The Bill amends the Commission to Inquire into Child Abuse Act 2000
and the Residential Institutions Redress Act 2002 and establishes a statutory body to administer a €12.7 million
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exigencies. The first exigency is the State’s negligence of children in its care; the second exigency
is the State’s response (apology and redress). Ahern’s posturing® across both exigencies maintains
a stance of absolution, which enables restorative and transitional justice processes to develop.

In other instances a posture of justification was assumed where a redress scheme was
established without an official apology. On 10 November 2014 the Surgical Symphysiotomy
Ex-gratia Payment Scheme®® was established and Judge Maureen Harding Clark, was appointed
as the independent assessor and author of the final report”. The Minister for Health, Simon
Harris, stated that he was hopeful the payments, totaling €34 million, would offer closure to
the women involved, but the government fell short of actually apologising. Without an apol-
ogy to accompany the report, the findings present as clinical and devoid of concern for the
women who endured abuse at the direction of health services. Sinn Féin’s deputy leader, Mary
Lou McDonald avowed that the report showcased a range of grave injustices while essentially
re-traumatising the women who came forward with characterisations that their claims were
fraudulent. Demonstrating the severity of failing to apologise, Deputy Eamon Ryan stated,
“We have not given what we should have given, an upfront apology, a recognition that what
went on was wrong and recompense for the huge damage, loss and pain that occurred over their
lives...More than anything else...let us respect, honour and apologise to those women” (2017).
Marie O’Connor, spokesperson for Survivors of Symphysiotomy (SoS) asserted, “The payment
scheme is an ex-gratia scheme, which does not meet international human rights standards®
because it is based on no admission of wrongdoing” (Morgan and Thompson 2015). Thus,
when redress is established without the existence of an apology the chasm between justice and
deflection expands.

5 February 2013, on the heels of the publication of the McAleese report, Kenny was pre-
sented with an opportunity to demonstrate the breadth of his humanity. However, in stunning
fashion the opportunity was bungled with a non-apology®’. Hallmarks of a non-apology include

education fund for former residents of institutions and their families” (2005).

% Ware and Linkugel offer four rhetorical postures within the genre of apologia: “absolution, vindication,
explanation, or justification [...] the postures [...] are not completely distinct classifications void of intermediate
cases” (1973, 282).

% Between 1940-1985, it is estimated that 1,500 women in Ireland were subjected to this archaic medical
procedure.

57 The D4il Eireann debate (Vol. 936 No. 2) on Thursday, 26 Jan 2017 featured statements on symphysiot-
omy. Comments from Deputy Bill Kelleher regarding his role as convenor of the Oireachtas support group and
remarks from Deputy McDonald regarding the UN Human Rights Committee’s examination of symphysiotomy
are particularly relevant in this context (Kelleher 2017; McDonald 2017).

38 SoS first submitted a report to the United Nations Committee Against Torture during the second periodic
review of Ireland during “The Convention Against Torture, Cruel, Inhuman or Degrading Treatment or Punish-
ment” (Survivors of Symphysiotomy 2017a). In 2017, SoS submitted documentation to the United Nations Human
Rights Committee regarding Ireland’s fourth periodic report under the International Covenant on Civil and Political
Rights. In both reports references were made to the “Failure of the State to provide appropriate restitution (Art 14)
[...] The sole remedy offered [...] was an ex gratia payment scheme, which failed to provide an effective remedy
to survivors, because it was introduced without an admission of, or an apology for, wrongdoing (see O’Keeffe v.
Ireland) [...] as the Council of Europe Human Rights Commissioner observed: ‘the voices of the surviving victims
are not sufficiently heard or respected’, and their testimonies ‘were reportedly not given a similar weight to written
or medical records™ (Survivors of Symphysiotomy 2017b).

%9 As noted in the report on “Apologies & Institutional Child Abuse”, there are various examples across the
Republic of Ireland and Northern Ireland of non-apologetic rhetoric. Examples offered include the criticisms of An
Garda Siochdna from the Report of the Commission of Investigation into the Catholic Archdiocese of Dublin (i.e.
the Murphy Report) and the “Time to Listen” report from 2003 (Catterall, McEvoy, McAlinden ez 4l. 2018, 6).
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the use of passive and/or vague language that acts to trivialise the offense and deflect responsi-
bility. Articulating the scope of Kenny’s failure, JEM avowed, “The Taoiseach’s statement falls
far short of the full and sincere apology deserved by the women who were incarcerated against
their will in Ireland’s Magdalene Laundries” (Collins 2013). McDonald questioned Kenny
about the publication of the report by asking, “When does the Taoiseach propose to offer —
on all our behalves and that of the State — a full apology to these women?” (Lord 2013a). In
this moment, Kenny faced a propitious invitation to proceed with compassion and honesty.
Certainly he would be incredulous to posture that McDonald’s query was a surprise — it was
blatantly obvious that the nation was eager to know the answer to this principal question. Yet,
Kenny blundered his chance at kairos as he embodied the shock of an unprepared defense at-
torney who just realised he had lost the case in spectacular fashion. Kenny pivoted to a posture
of justification suggesting that the abuses published in the McAleese report are part of Ireland
that was marked by “a very hostile and far-off environment in the past” (Lord, 2013a). He
continued to marginalise by stating, “To those residents who went into the Magdalene laundries
from a variety of ways, 26 per cent from State involvement, 'm sorry for those people that
they lived in that kind of environment” (Collins 2013). Kenny’s remarks squarely situate him
on the offensive; his vague references to “those people” and “that kind of environment” fail to
acknowledge the precise and chilling experiences offered by the 118 women*’ who spoke with
the Department of Justice and Equality and whose testimony is included in the McAleese report
(Department of Justice and Equality 2013, 929). To this point, Trudy Govier and Wilhelm
Verwoerd insist, “For one who has been humiliated or treated as worthless [...] acknowledge-
ment of dignity and human worth is profoundly significant” (2002, 70). In this way Kenny’s
non-apology obstructs reconciliation and justice as he fails to recognize individuals who were
impacted with his indifference. Thus, utterance does not equate an apology as the non-explicit
nature of his remarks serves to minimise the severity of the offences.

Furthermore, the distance and lack of humanity evidenced by Kenny’s use of “those peo-
ple” and “that kind of place”, particularly as an offensive ploy, situates the testimony given by
the women of the Magdalen Laundries as mere recollections from a marginal sample size. The
potential fallibility of memory, the historical stigma*' associated with the ethos of the women
of the Magdalen Laundries, and the natural passage of time, all present as convenient foils for
Kenny specifically as they relate to contemporary apologia. In contrast, Smith contends, “The
exercise of memory allows those who were previously excluded, marginalized, and forgotten to
tell their own histories and to assert their own identities” (2007, 90). Thus, despite his attempt
at playing offense, for many people, 1996, the year that marked the last Magdalen laundry being
closed is not “far-off” and tangibly resides in their memory and reality. More importantly the

# According to the Department of Justice and Equality, “The women who shared their stories with the Com-
mittee included: — 31 women represented by the Irish Women’s Survivor’s Network (UK); — 15 women represented
by Magdalene Survivors Together; — 7 women introduced to the Committee by the Advocacy Group Justice for
Magdalenes; — 7 women who made contact directly, on their own behalf, with the Committee; and — 58 women
currently living in nursing homes or sheltered accommodation under the care of the Religious Orders [...]. The
Committee is fully aware that there are many other women who have not felt able to share their experience of the
Magdalen Laundries with it, or indeed with anyone” (2013, 929-930).

#1n reference to the findings published in the McAleese report, Kenny acknowledged, “That the stigma, that
the branding together of the residents, all 10,000 needs to be removed and should have been removed long before
this and I'm really sorry that that never happened, and I regret that never happened [...] I'm sorry that this release
of pressure and understanding of so many of those women was not done before this, because they were branded as
being the fallen women, as they were referred to in this State” (O’Regan 2013).
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distance from the occurrence does not absolve wrongdoing — a fact that disrupts an apologist’s
attempt to negate wrongdoing or elevate their image. Accordingly, an offensive positionality,
one that attempts to excuse institutional abuses as an episode of a time long gone, fails to offer
justice at all.

Moreover, the McAleese report received criticism* from organisations including JFM for
reporting inaccuracies and for situating the findings within a prejudicial context that hints to
qualitative research as prone to inconsistencies. After a thorough investigation of some key find-
ings in the McAleese report, Claire McGettrick conducted research that compared headstones
with electoral registers across a single decade to cross reference the median length of stay, which
was denoted as seven months. However, McGettrick found that within the decade sampled
from 1954-1964, most women at the High Park Laundry were there for a minimum of eight
years and that “[...] at least 46% of these women never got out. It tells a completely different
story than the McAleese report and the way the figures are presented is frankly misleading and
is not respectful of the lived experience of these women” (“Ireland’s Hidden Bodies” 2014).
This discrepancy is one of many* and further depicts the significant limitations of Kenny’s
apology as predicated on a report that has shaky ethos and utilizes questionable research ethics.

Kenny’s first attempt at publicly acknowledging the State’s involvement in the Magdalen
Laundries categorically congeals with contemporary examples of apologia which are “Con-
cerned principally with clearing their names, contemporary apologists utilized the posture of
absolution by retaining the classical pattern of categorical denial and engaging in an indepth
‘particularization of the charges at hand™ (Ware and Linkugel 1973, 278). To the point of
particularisation, Kenny exclaimed, “The women were not subject to sexual abuse. Or physical
abuse” which denote a sloppy attempt to particularise and parse out “positives to consider”
(Lord 2013a). However, when placed in conversation with the lucid details offered by Merritt
and O’Gorman (among many others as well), the opacity of Kenny’s claims amplifies their
falsehood despite his attempt to show a less troubling side of the laundries.

Further, Kenny utilized contemporary apologia as a stall technique “[...] contemporary
apologia may well have functioned as delay or postponement tactic[s] — a view intimating that
time heals, distorts, forgives, and forgets [...]. Contemporary apologia functioned as self-de-
ception” (Downey 1993, 58). Given that there was to be a Ddil debate in just a few weeks’
time, Kenny was able to test the waters — and tentatively audit the public’s reception of his
narrative — a version of events predicated on the cliché of time as the ultimate healer, which
lucidly emphasizes the obstacles that advocacy groups were challenged with overcoming. He
suggested “the House should absorb the report and reflect on its findings” (O’Regan 2013).
Yet this tactic was assailed by advocates who declared, “We cannot let this lie. There will be a

2 Within the McAleese report, Chapter 19, Sections 20 and 21, articulate the underlying prejudice towards
experiential knowledge within the context of qualitative research. Section 20 claims: “Because the total number
of women who provided direct information to the Committee was limited to a small proportion of all those who
spent time in a Magdalen Laundry and as the sample was not randomly selected, it cannot be considered represent-
ative. Given passage of time, it is also clear that the sample is biased towards more modern years — the 1940s was
the earliest period for which the Committee had access to the direct experience of women who spent time in the
Magdalen Laundries” (Department of Justice and Equality 2013, 930). Section 21 states: “The Committee would
also note that it did not have the power to make findings of fact in relation to individual cases. Nonetheless, the
following stories and experiences are included in the Report, as they were told to the Committee and as the people
concerned remember them” (ibidem).

# Mary Raftery’s research counters findings and illuminates gaps left by the McAleese report. (Justice for
Magdalenes Research).



204 ERIN COSTELLO WECKER

Diil debate in two weeks’ time which will provide the elected representatives of this State with
yet another opportunity to do the right thing, to recognise the abuse, the suffering and the
misery and to put it right” (O’Rourke 2013). Deputy McDonald also refused Kenny’s brushoff
stating she was, “[...] very alarmed by what you have had to say in the Ddil today [...]. We all
understand that the report will have to be studied carefully, but let us not forget that a huge
amount of information and testimony, historically verified, was already in the public domain
prior to the McAleese committee” (O’Regan 2013). Interestingly, the testimonies referenced
are not esoteric documents that never saw the light of day. Rather, the reports were compiled
by renowned organisations such as UNCAT and their existence was widely known. Published
two years prior to the release of the McAleese report and Kenny’s apology, UNCAT’s findings*¢
articulate a pattern of abuse and offer protocol for investigation and redress.

By the time the D4il reconvened on 19 February 2013, Kenny devised a different approach
at offering an apology®. However according to Downey, post-1960 a couple of “[....] contradic-
tory themes emerged in speeches [...]. On the one hand, rhetors accepted full responsibility for
the events in question [...]. On the other hand, ironically, all speakers shifted blame for their
circumstances [...]. While these themes are internally incompatible, they suggest a contextual
redefinition made more palatable by the morally expected assumption of responsibility” (56-
57). To animate Kenny’s use of contemporary apologia it is vital to acknowledge that while the
public nature of his remarks offer visibility of the State’s involvement in the Magdalen Laundries
(the rhetor accepts responsibility), his avowal that the State will carry the narrative henceforth
undermines the agency of those receiving the apology (shifting blame):

What we discuss today is your story. What we address today is how you took this country’s terrible
‘secret’ and made it your own. Burying it carrying it in your hearts here at home, or with you to England
and to Canada, America and Australia on behalf of Ireland and the Irish people [...]. But from this
moment on you need carry it no more. Because today we take it back. Today we acknowledge the role of
the State in your ordeal. (Kenny 2013; emphasis added)

An additional complexity is that by seizing the “story” of the women who were admitted to
the Magdalen Laundries, Kenny’s apology serves as a rhetorical blockade. By invoking apologia,
Kenny vis-a-vis the State, essentially makes a land grab, claiming ownership over the narrative
by determining who will carry the story — and who will dictate the terms of the healing and
justice processes. In essence, the subtext broadcasts that an apology was rendered and now the
“ordeal” is over. Yet such top down directives undermine non-recurrence as necessary to tran-
sitional justice because the apology’s purpose is skewed to function in the capacity of putting

#¢[...] the Committee expressed grave concern at ‘the failure by the State party to protect girls and women

who were involuntarily confined between 1922 and 1996 in Magdalene Laundries’. The Committee recommended
prompt, independent and thorough investigations into allegations of torture and other cruel, inhuman and de-
grading treatment or punishment in Magdalene Laundries; in appropriate cases, prosecution and punishment of
perpetrators; and that the State ensure that all victims obtain redress and have an enforceable right to compensation”
(Justice for Magdalenes Research).

% According to RTE, advocacy groups such JEM and Magdalene Survivors Together welcomed the apology as
did some of the women of the Magdalen Laundries. However, welcoming the apology did not signal the cessation
of seeking justice. JEM noted it, “[...] looks forward to the intent of the apology being made evident by the in-
troduction of a system of redress that is prompt, open, fair, and transparent [...] Justice John Quirke [...] must be
given statutory powers [...] there must [...] be an independent appeals system [...] Justice Quirke must be properly
resourced. The system must be non-adversarial and transparent. It can be private but not secret” (“Taoiseach Enda
Kenny Apologises to Magdalene Laundries Survivors” 2013).
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the event behind the rhetor, who in this instance is representing the State — which was a key
actor in facilitating institutional abuse. An analysis of Kenny’s apology demonstrates how con-
temporary apologia obstructs the advancement of justice when the rhetor’s purpose is situated
in justification and paramnesia. As Smith asserts, “It is important to tell this story because the
Magdalen laundries are part of Ireland’s present, not just Ireland past [...]. Telling the story of
the Magdalen laundries defies the elision of this history” (2007, xviii-xix). Undeterred in the
face of mammoth obstacles, the women of the Magdalen Laundries and groups such as JEM
resist usurpation, reclaim the narrative, and reconfigure top down power moves into bottom
up advocacy. Such maneuvers disrupt rhetorical devices and rhetors that act to distort or erase.
The following sections offer rhetorical silence and rhetorical listening as vital tactics of change
employed by resistors such as the women of the Magdalen Laundries and JFM.

5. Transitional Justice

Building on the primary goals of restorative justice, namely accountability and redress,
transitional justice expands its focus to emphasize human dignity, acknowledgement of vio-
lations, and commitment to non-recurrence. Further, transitional justice endeavors to ensure
“[...] citizens are safe in their own countries [...] from the abuses of their own authorities and
[...] protected from violations by others [...]. Finding legitimate responses to massive violations
under these real constraints of scale and societal fragility is what defines transitional justice
and distinguishes it from human rights promotion and defense in general” (The International
Center for Transitional Justice). Relatedly in 2018, Boston College hosted*® a conference titled,
Towards Transitional Justice: Recognition, Truth-telling, and Institutional Abuse in Ireland (TT]C).
The conference highlighted transitional justice as “a more ‘holistic,’ survivor/victim-focused,
approach to historic injustice, in part because it combines the four key elements of justice,
reparation, truth-telling, and guarantees of non-recurrence” (2018). Ireland’s Minister for
Children and Youth Affairs, Katherine Zappone®’, opened the conference with a talk titled,
“Love’s Pursuit” in which she traced instances where both personally and politically she has
turned to the goal of creating “a republic of love”. Quoting Marcel Proust, she read, “Love
in this way produces real geological upheavals of thought”, a sentiment that reveals the type
of radical readjustment required when strategically traversing from restorative to transitional
justice. TTJC encouraged speakers and participants to return to the question, “what are we
transitioning from?” Zappone answered by articulating, “we are recovering from a gendered
history that has existed since formation of the Free State [...] much of the architecture of
past oppression is yet to be dismantled [...] patterns of gender injustice cannot be undone or
changed if such injustices are not acknowledged [...] thus, starting from love requires us to
image the possible” (Zappone 2018).

4TTJC was organised by three of the five key volunteers from JFM, James Smith, Katherine O’Donnell, and
Maeve O’Rourke in collaboration with Megan Crotty.

47 Zappone stated that there is a need “for a truth-telling process for victims and survivors of institutional
abuse” (Zappone 2018). However, since those remarks in 2018, she has received criticism from groups such as the
Tuam Home Survivors Network which claim Zappone, “[...] has been responsible for [...] a dishonest exercise
in respect of the Tuam pit, which has prolonged the agony of survivors and those whose relatives may be buried
there, by standing in the way of an exhumation” (Tuam Home Survivors Network 2018). Further polarizing, in
2019, Zappone announced that adopted people would not have automatic access to birth records as birth parents’
constitutional right to privacy needed protection (Libreri 2019).
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Witnessing the testimony and truth telling shared by speakers and participants alike, the
motifs of listening, believing, and imagining continually surfaced. As a participant, it became
clear that the abstract and nebulous qualities of charting a path to healing are best acknowledged
in that experiential knowledge and lived experiences are unique—the survivor/victim/resistor
experience and thus related discourse communities are not homogenous. Therefore a uniform
solution presents obstacles such as enhanced marginalisation and recurrence of stigmatisation.
To bolster against such undesirable outcomes, rhetorical silence and rhetorical listening are
offered as foundational tactics to fostering justice from a bottom up positionality—a stance
that maintains a survivor/victim-focused approach to transitional justice, especially for mar-
ginalised populations.

6. Rbetorical Silence

The mantra of “see something, say something” is splashed across posters and broadcast
over loud speakers in public transit stations, airports, and hospitals. The subtext suggests that
utterance equates security, wellbeing, truth telling, and believability. The assumption follows that
the mere act of speaking is robust enough to safeguard entire societies; in essence the extrovert’s
platitudes are celebrated with diadems. Yet there is also meaning in what is not said — a claim
that is examined by Cheryl Glenn who denotes that, “Few documented accounts explicitly
demonstrate the usefulness and sensibility of silence, particularly in our talkative Western
culture, where speech is synonymous with civilization itself and where silence-as-obedience is
frequently rewarded” (2004, xi). Of import, when JEM’s campaign for restorative justice began
there were frequent calls from the general public to politicians demanding that the women of
the Magdalen Laundries step forward, reveal themselves, and ze// their story — the refrain that
bellowed was tinged with disbelief as people questioned, who exactly are these women?

The decision to speak or remain silent is informed by the knowledge that not all voices are
heard, not all truths are believed, and not all silences are equal. Smith articulates:

The majority of these women, as is their right, remain silent about this aspect of their past. Unlike
survivors of the industrial and reformatory schools, comparatively few Magdalen women choose to come
forward to provide testimony. This suggests that the stigma traditionally associated with these institutions,
a stigma rooted in the perception of the Magdalen asylums as a corrective to prostitution, still operates
in Irish society today. (2007, xviii)

Across the multitude of ways silence can be exercised, the distinction between choosing
silence or being silenced is worthy of exploration. When considering interpretations of silence
descriptors such as meditative or introspective often circulate. Yet, the concept of silence as spe-
cifically related to women is often misunderstood. Glenn interrogates such mischaracterizations
and contends that, “Not surprisingly, silence has long been considered a lamentable essence of
femininity, a trope for oppression, passivity, emptiness, stupidity, or obedience” (2004, 2). Glenn
suggests that there are complexities within conceptions of silence especially in what she refers
to as “imposed and tactical silences” (xi) where the latter possesses an expressive power. To this
point and within the context of advocacy, silence is a carefully constructed rhetorical position
— one that enables the survivor/victim-focused framework of transitional justice to flourish.

Accordingly it follows that the women of the Magdalen Laundries, and organisations such
as JEM/JFMR, enact inventive strategies to broadcast their voices — strategies that require rhe-
torical savvy as many leverage silence in the place of vocalization — their story cannot be carried
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by Kenny, the State, or any other entity (despite repeated attempts to do so). Thus, by dictating
silence on their own terms they are able to enact a bottom up approach to justice. Such a strategy
is vital when facing obstacles such as the sheer force of dominant voices and discourses, which
includes those with access to economic capital and those that may leverage their privileged
social standing or profession to amplify their version of events. To maintain control, dominant
discourses rely on coercion, fear, shame, and isolation. Glenn observes, “For the past 2500 years
in Western Culture, the ideal women has been disciplined by cultural codes [...] a closed mouth
(silence), a closed body (chastity), and an enclosed life (domestic confinement)” (1994, 181).
So while consistent pressure from the press, the government, and society at large, pressured the
women of the Magdalen Laundries to speak — a relentless demand predicated on deconstructing
the noisier rhetoric of the dominant discourse to prove their truth — rhetorical silence emerges
as a powerful tactic of change that empowers individuals to retain ownership of their personal
history. The urge to resituate silence as a potent rhetorical act is explored by Glenn who queries,
“[...] when asked to list the three most important components of rhetoric, Demosthenes is said
to have replied: ‘Delivery, delivery, delivery’ [...] what if the delivery is silence, silence, silence?
How does the delivery of silence unsettle, resist, transform, and enrich our idea of a rhetorical
delivery, or the tradition itself?” (2004, 150). Within the bounds of transitional justice, specifi-
cally honoring the survivor/victim-focused framework, silence unsettles as utterance is sought to
soothe actors and bystanders; silence 7esists by reclaiming authorship of experiential knowledge
and buffering against dominant entities seeking to co-opt the truth; silence transforms calls for
reconciliation® into interventions predicated on dignity and healing; silence enriches inclusive
forms of justice by placing the desires and needs of survivors/victims above all other actions.
To illustrate this point, the first page of the TTJC program features a poem titled, “My
People” by Connie Roberts. Roberts” poetry draws on her experiences growing up in an indus-
trial school in Ireland and she shares, “One way of healing yourself from childhood trauma is
to own your own story” (2016). Part of that ownership derives from the autonomy of dictating
silence or speech on your own terms. Offering a glimpse into that process, Roberts’ poem is
“after Patrick Kavanagh’s ‘My People’ & in response to Caranua® CEO Mary Higgins’ remarks
in the Irish Times and on RTE’ Liveline” (2018). The poem revolves around an unfolding of
cara nua — Irish for new friend — as it is arranged around a dialogue between people who are
recently acquainted. My People eloquently tugs on the tension that often accompanies inchoate
relationships, but cleverly replaces wonder with distrust — representing a primary obstacle within
obtaining transitional justice as the focus shifts away from the needs of survivors/victims. More
directly, rather than approaching cara nua with receptivity, the stranger is instantly resistive and
circumspect — bristling at the presence of deliberate silence — seemingly resentful of the way
silence is unpredictable and inconvenient to them. Unique to the context, the poem begins
with the stranger’s”® uncouth demand to know more about “these people” at once othering the

“ Native scholar, Otis Halfmoon, interrogates reconciliation as an inept intervention for marginalised pop-
ulations. He notes, “You are going to hear the word reconciliation. Reconciliation between our families—of our
peoples [...] Tam here to say to you that reconciliation is a good word, but if you dissect that word—Ilook into what
that word really means [...] in accounting terms for instance, that means the books are balanced [...] But for too
many Indian people the books will never be balanced [...] so I introduce another word [...] heal. To heal. That is
a simple word, but a very powerful word” (2006).

#“Caranua is an independent State Body set up to help people who, as children, experienced abuse in residential
institutions in Ireland and have received settlements, Redress Board or Court awards” (Caranua).

¥ Roberts noted that she is the poet and Higgins is the stranger. Also, the text attributed to the “stranger” is
verbatim from Higgins’ aforementioned remarks.
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poet and violating the intentional acts of rhetorical silence previously exercised by marginalised
populations. Roberts writes:

“My People”

Stranger: Tell me about these people,
these damaged people.
Is it true that the hole in
them cannot be filled,
that the damage is so
deep it doesn’t matter
what anyone does,
it’s never going to be enough
to satisfy them, make them feel
cared for, loved, honoured?

Poet: I’ll tell you about my people.
They are the bravest people I know.
For 50, 60, 70 years, their bones
have carried the stones of their past.
So, every now and again, they buckle
from the belt of ago.
Can you blame them for wanting
wrongs righted?

Stranger: Ah, now, my new friend,
fair is fair,
don't these people’s grievances
suit a narrative,
of the big, bad State?
Of the big, bad, religious?

Poet: O, stranger,
it takes a storm
to raise a
sunken forest,
for the shin-high, petrified
pine stumps to emerge.
It’s the winter squall that gifts
the red deer antlers,

the black-mud horse skull
and the wattled walkway. (2)

Roberts demonstrates the unique linguistic power of poetry by highlighting the opposing
tensions of the genre. Poetry inhabits a public and performative space, while simultaneously
harnessing unspeakable, silent moments, such as a brief pause for breath or the prolonged still-
ness of meditative reflection. Silence is powerful when enacted on the terms of those previously
marginalised. For instance, the silence that the stranger fractures at the opening of the poem
represents the willfulness of dominant voices in their desire to control the narrative through
demanding answers and accelerating resolution. But rhetorical silence resists by drawing dom-
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inant voices closer to the source — requiring them to bend and contort their bodies in an effort
to hear — to make meaning — to witness and honor silence as dictated by marginalised voices.
By allowing the discomfort of silence to exist as a rhetoric, to nurture its desire to unfurl in the
muted rhythms of poetry, and with an absence of cacophonic, explanatory narratives imbued
in apologia, the capacity for transitional justice expands through the actualisation of rhetorical
listening which performs as a complimentary tactic of change.

7. Rhetorical Listening

Situated within a post-apology context, Kenny’s declaration that the women of the Magda-
len Laundries are free to put down what they are carrying, by surrendering their stories, maintains
a persistent pattern of not listening to marginalised populations. Further, this attempted usurpa-
tion amplifies the exigency to foster transitional justice, as listening is a desideratum. Feminist
thetorician, Jacqueline Jones Royster, demonstrates a need for speakers, especially whose voices
have been marginalised, to be “well-heard” (1996, 38). To achieve this positionality Royster
questions, “How do we listen? How do we demonstrate that we honor and respect the person
talking and what that person is saying [...]? How do we translate listening into language and
action, into the creation of an appropriate response?” (ibidem). The answer to these questions
provides the scaffolding necessary to build processes that enable justice to flourish — processes
that encourage the exchange of ideas across disparate viewpoints, that facilitate meaning making,
and eventually establish understanding and collaboration.

A pivotal shift towards a position of being well-heard occurred on 6 June 2018, when the
women of the Magdalen Laundries met for a listening session’" at Dublin's Mansion House Round
Room. The event circulated around three questions, “What should we know about the Magdalene
Laundries?”, “What lessons should we learn from what happened there?” and “How should we
remember what happened?” (O’Donnell 2018b). The listening exercise maintained the survivor/
victim-centered approach of transitional justice in that participant responses were situated to in-
form next steps. To this end, Krista Ratcliffe’s framework of rhetorical listening highlights how
marginalised groups may utilise a bottom up approach to ensure they are well-heard, especially
when confronting significant obstacles. Ratcliffe offers that rhetorical listening “signifies a stance of
openness that a person may choose to assume in relation to a7y person, text, or culture” (2005, 17).
While there are critiques®® of rhetorical listening; it is evident that minority and marginalised popu-
lations are capable of situating rhetorical listening as a tactic of change — a strategy that accentuates
how strategic resistance is calculated and centered on the dignity and immanent value of individuals.
Such strategising occurs when events like the listening session create space for marginalised voices to
tell their stories, on their own terms, which enables rhetorical listening to happen. Ratcliffe explains,
“[....] identifications, especially cross-cultural identifications, are sometimes difficult to achieve. Such
identifications may be troubled by history, uneven power dynamics, and ignorance” (1). Thus, when
the women of the Magdalen Laundries, or aligned advocacy groups, initiate opportunities for rhetorical
listening they disrupt the obstacles that inhibit being heard.

51 “The gathering of the women fulfills key parts of the Magdalene Restorative Justice Scheme [...] which
recommended that women who wished to meet other survivors be facilitated and that survivors of the Magdalene
institutions be publicly commemorated” (O’'Donnell 2018b).

2 Romeo Garcia offers a critique of rhetorical listening, “There is already a tendency [...] to characterize mi-
noritized and racialized communities as communities/sites of resistance simply in terms of resistance. When [...]
seen through this lens, their rhetoric is oversimplified and cast as reactionary [...]” (2018, 12). Garcia continues,
“It matters how we listen. Ratcliffe is correct, ‘resistance is slippery’” (137).
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More specifically, the genre of apologia, particularly in a contemporary context, ushers
in notions of closure and resolution on the schedule of the rhetor — not the recipient, which
denotes an obstruction of transitional justice. To underscore the extent to which the apology
was situated in apologia and absent of rhetorical listening a keyword search proves instructive.
The entirety of Kenny’s apology is 2,086 words. Derivatives of listen appear only twice (listen
and listened). The word understand, or any of its derivatives, is expunged from the text — it
never appears; the same is true for gender, communication, and communicate. Of note, story
is used twice and stories five times, but truth appears only once. The use of story/stories is quite
calculated when juxtaposed by TTJC’s use of truth telling — there is an inherent dilution of
veracity in the way Kenny presents the testimony of the women of the Magdalen Laundries.
To counter a dominant, dismissive stance rhetorical listening requires that:

[Ulnderstanding means listening to discourses not for intent but with intent—with the intent to
understand not just the claims but the rhetorical negotiations of understanding as well [...] [R]hetorical
listeners might best invert the term understanding and define it as standing under, that is, consciously ac-
knowledging all our particular—and very fluid—standpoints. Standing under discourses means letting
discourses wash over, through, and around us and then letting them lie there to inform our politics and
ethics. (Ratcliffe 2005, 28)

Rather than search for a solution, it is perhaps more fruitful to seek understanding, or
more specifically engage in the process of standing under. Within the bounds of transitional
justice, rhetorical listening presents as a powerful mechanism for survivor/victim self-directed
agency; inherent in the shift between forms of justice is the emergence of survivor/victim-fo-
cused action. O’Donnell observes, “Listening to Magdalene survivors is a small but historically
significant step in the transitional justice movement towards establishing governance [...]
founded on recognising the dignity and value of (even) the most economically and socially
vulnerable [...] We have much to learn from those who managed to survive the Magdalene
institutions” (2018b). That is to say, when the needs of discourse communities collide, those
who are not directly impacted, such as politicians or the general public, must endure through
silences that are uncomfortable as it is through this process that they may begin to listen with
intent. Thus, when Kenny called for the women of the Magdalen Laundries to surrender their
story he entangled himself in a rhetoric that fails to listen.

But stories are not easily usurped as Judy Rohrer avows, “We are the set of stories we tell
ourselves, the stories that tell us, the stories others tell about us” (2016, 189). Rather than
attempt to sever the story from those who lived it — rhetorical listening disentangles the lived
experience and truth-telling inherent in transitional justice from the self-serving aspects of con-
temporary apologia. To this end, in her TTJC presentation titled, “Digital Tools for Responding
to Institutional Abuse”, Emilie Pine offered innovative strategies for expanding the purview of
analysing government documents, while simultaneously fostering a survivor/victim centered

approach. Pine’s research intersects meaningfully with rhetorical listening as related to the Echoes
[from the Past: Listening to Survivors of Childhood Abuse®® walking tour of the Goldenbridge area.

53 Echoes from the Past is an audio and walking tour app, which aims to give users some insight into children’s
experience of the Irish Industrial school system. It is a verbatim project based entirely on the 2009 Report of the
Commission to Inquire into Child Abuse and funded by the Irish Research Council New Horizons project Industrial
Memories, based in the School of English, Drama and Film at UCD (Echoes from the Past: Listening to Survivors of
Childhood Abuse).



MAGDALEN LAUNDRIES, APOLOGIA, RHETORICAL TACTICS OF CHANGE 211

Referring to that tour, Pine emphasizes, “The onus of responsibility is on the listener. This isn’t
asilent event — survivors have given testimony. This project requires the listener to work harder
to listen as they need to hear the audio track and imagine what the area must have looked like”
(2018). Such instances are rhetorically potent and serve to maintain non-recurrence as the act
of listening with intent compels participants to embody the experience being shared. To do
this work, listening must be embraced as a rhetorical act, one that unlocks the potential for
marginalised voices to be well-heard as per Royster’s call.

8. Future Directions: Transformative Justice

In contemplating the future of maintaining justice, it is instructive to consider how the shift
from restorative to transitional justice acts as a blueprint for consistent evolution. In her lecture
at TTJC, Rosemary Nagy shared that some scholars are “rethinking the term historical trauma
as it is something that is ongoing in many instances” (2018); thus the generational impacts™ as
articulated by Merritt and O’Gorman (among many others) necessitate the espousal of responsive
justice processes. Such adaptations begin with considerations rooted in transformative justice,
which builds on foundational elements of restorative and transitional justice, but pivots towards
schematic upheavals predicated on action. To this end, Fionnuala Ni Aoldin underscores how
transformative justice is an appropriate step in the evolution of marginalised groups exercising
tactics of change as there is “an absence of gender in truth processes — gender has been substan-
tially missing in transitional justice [...] the experience of women has been persistently ignored”
(2018). Thus, in the spirit of nimble responsiveness, the women of the Magdalen Laundries
and advocacy groups will continue to monitor the pulse of justice by maintaining momentum
as they consider innovative strategies for amplifying marginalised voices.
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Abstract:

James Dawson Burn’s 7he Autobiography of a Beggar Boy (first published
anonymously in 1855) relates the often-amusing life’s adventures of a man
coping with various forms of social marginalization, as a vagrant, an illegit-
imate child, and an Irish immigrant in England. A story of personal reform
and social reintegration, A Beggar Boy seemingly relies on Victorian cultural
and literary conventions and sustains the values which Burn saw as governing
middle-class life. However, subtle transgressions of traditional formal and
generic paradigms reveal a tension between the individual’s unique perception
of the self and the demands of Victorian middle-class discourse. An imme-
diate and considerable success amongst the Victorians, today A Beggar Boy
can help expand the parameters of discussion related to Irish autobiography
and its perceived features.
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1. “the most pleasing part of history”

When Isaac D’Israeli published his review of the Memoirs
of Percival Stockdale in 1809, he emphasized that he believed the
English poet to be too obscure a figure to attract the readers’
attention with his life story. With some concern, D’Israeli added
that he expected “to see an epidemical rage for auto-biography
break out, more wide in its influence and more pernicious in
its tendency than the strange madness of the Abderites” (1809,
339). His fears were soon justified, as the following decades
saw an unprecedented proliferation of autobiographical writing
in the British Isles and other parts of Europe. It was, indeed,
in the first half of the nineteenth century that autobiography
gained legitimacy, established itself as a distinct genre and started
claiming an aesthetic standing.
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It seems a striking fact that in such an outpouring of life stories Irish experiences have often
gone unnoticed, or that their specificity has scarcely been considered. Various factors could have
contributed to this partial neglect. For one thing, autobiography has long been a “Cinderella
genre” of Irish literature (Harte 2007, 1) which has not yet undergone the same systematic
analysis as other forms of writing. Given that scholarly efforts have especially focused on con-
temporary authors and texts, the range of observable distinctive features of Irish autobiography is
still rather limited: authors are said to privilege a tragicomic mode and show a recurring interest
in exile (see Grubgeld 2004, 128, 16), they often filter their life events through the lenses of
“nation and society” (Harte 2007, 3), and their accounts of childhood experience are rich in
standardized elements (see Lynch 2009, 82-83) — or, to borrow Frank McCourt’s words, they
illustrate how “[w]orse than the ordinary miserable childhood is the miserable Irish childhood,
and worse yet is the miserable Irish Catholic childhood” (1996, 11). These “Irish” constituents
or conventions seem quite provisional in the face of the historical diversity that characterizes
autobiographical writing. A “desire to relate a range of previously unspoken (or only whispered)
stories from the margins” (Smyth 2001, 134) has emerged somewhat constantly throughout
Irish history, finding expression in texts such as Richard Boyle’s Remembrances (1623), Christian
Davies’ Life (1740), or Dorothea Herbert’s Retrospections (1806, published 1929). Clearly, the
specificity of Irish autobiographical writing needs further definition against the backdrop of
its centuries-long tradition.

It is also true that the nineteenth century is in many ways a rather problematic period in
the field of Irish literary studies. Ireland contributed to the cultural milieu of the time with
many prolific writers, but most of their production sank under the weight of the triple-decker
Victorian novel and their impact on the public did not equal that of Dickens, Eliot or Thac-
keray’s works. Irish autobiography poses similar questions of ‘canonicity’: while this genre was
becoming a widespread means of self-definition for the English middle-class, in Ireland it was
chiefly appropriated by the nationalist discourse. As Sean Ryder notes, the most influential
Irish autobiographies of the time were written by Theobald Wolfe Tone (1826), John Mitchel
(1854), Jeremiah O’Donovan Rossa (1898), as well as a number of leading figures of the Young
Ireland and Fenian movements (2007, 14). The Irish nationalist heroes inspirational life stories,
as can be expected, did not excite equal sympathy in all the English-speaking world; they had
little diffusion outside Irish borders and struggled to reach a wider audience even decades after
their publication.

One Irish nineteenth-century life story, however, did enjoy an immediate and considerable
success: James Dawson Burn’s 7he Autobiography of a Beggar Boy (first published anonymously)
went through five editions between 1855 and 1882, becoming one of the most viable autobi-
ographies of the time. Written in an epistolary form addressed to Burn’s eldest son Thomas,
this text details the often-amusing adventures of a man who needed to cope with various forms
of social marginalization, as he was a “wandering outcast” (Burn 1855, 138), an illegitimate
child, and an Irish immigrant in England. Born out of wedlock in Ulster around 1800, Burn
claims to have been “on tramp” (87) through Ireland, Scotland and England for most of his
life. After having spent his childhood wandering and suffering at the hands of his stepfather
McNamee, who was either drunk or a victim of delirium tremens, Burn found himself suddenly
transferred to the care of his callous biological father, a weaver named McBurney, who was based
in Killaleagh. Feeling no connection with McBurney, his family, or Ireland, Burn soon fled to
England, consigning himself to years of solitary vagrancy. With hindsight, he sees this decision
as “early proof of my determination of character”, for “[h]ad I remained in Ireland, I think my
natural energy of mind would have been crushed, and I might have remained a ragged outcast
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during my life” (197-198). As an adult, he struggled to find financial stability because of failed
attempts at various trades and businesses, or difficulties he encountered when his ability to work
was hindered by severe illnesses, including the same typhoid fever that caused his first wife’s
death. Burn seems to consider also his brief involvement in trade unionism as one among the
diseases that he contracted, a “madness” (137) from which he soon distanced himself.

Notably, A Beggar Boy contains most of the elements that are now considered typical of
Irish autobiography. Burn dwells upon his miserable childhood, emphasizing how he “was
born in poverty, nursed in sorrow, and reared in difficulties, hardships, and privations” (2), he
discusses social questions regarding the condition of lower classes in the British Isles, and he
often identifies with an exile, in that he “wandered forth into the wide world a fugitive from
kindred and from home” (47). In addition, Burn adopts a tragicomic view of life, which finds
expression in a mixture of modes and frequent wordplay. For instance, here is the account of
the first time he tried alcohol:

After walking about 100 yards after my last draw, I fell down on the road as if I had been shot,
and I knew no more about the history of the world for forty-eight hours, and all the parties interested
but myself, imagined that my rum-drinking was over. However, the doctor being anxious to prevent a
coroner’s inquest, pulled me back from the world of spirits. (58)

A Beggar Boy owes much to the English picaresque tradition, being constructed as a se-
quence of episodes from Burn’s life, who constantly remembers “little” or “very good” anecdotes
of people and places involved in his wanderings (e.g. 75, 89, 114, 159, 167). Although these
incidents might be expected to play a role in the unfolding of the autobiographical memoir and
in the development of the self, their actual import consists in constructing a general discourse
about mid-century moral values and choices. There is little doubt that Burn is making a claim
for respectability by relating his experience according to upper-class models; by the time he
wrote his autobiography, his days as a “beggar boy” were behind him, he had raised his social
status and was striving for further achievements. In fact, especially in the last letter, Burn seems
to foresee further opportunities for his future and, almost in an Ulyssean-like fashion, hints at
his need to pursue new adventures that would bring to completion the “unfinished processes
through which I have passed” (193). It is not surprising that, after the success of A Beggar Boy,
Burn wrote other books, engaged in a series of new occupations and even resumed his political
interests'. He had clearly intended to further elevate his social and financial position, and a
first step in that direction was his autobiography, where he attuned his discourse to popular
literature and met middle-class expectations.

In particular, Burn addresses the wide readership of Dickens’ novels, a writer he admired so
enthusiastically that he dedicated the first edition of A Beggar Boy to him. What Burn attempted
to learn from Dickens was especially the ability to “delight and instruct” (iii), a point that is re-
peatedly emphasized in the initial tribute. Even when he introduces the most troubled aspects of
his experience and discusses the most alien contexts he visited, Burn carefully manages for them
to be appealing to a middle-class audience. This was probably one of the reasons for the success
of A Beggar Boy in the nineteenth century: it excited curiosity for an unknown and mysterious
underworld that was never too frightening or too shocking for the reader. The underworld in
question, of course, is that of beggars and vagrants, who were regarded by Victorian society with
preoccupation, if not outright alarm. According to Charles Edward Lester’s estimates, in the year

! For instance, see Burn 1858 and 1865.



222 ILARIA NATALI

1848 alone the city of London relieved vagrants in 41,743 occasions and, in the same year, twelve
English parishes offered help to “poor wretches” 130,523 times (1866, 24). The numbers of the
wandering poor had so increased by mid-century that even Dickens, often a champion of the
destitute, lamented their presence on the streets and warned his readers of their many deceits in
“Tramps”, first published in A/ the Year Round in 1860. Yet, when Burns talks about his fellow
“wandering vagabonds” (1855, 7), they become “artistes” invested with “genteel mysteries” (9, 16)
or mere buffoons, the protagonists of amusing episodes such as that of the lady who “was short
of the sense of hearing” but, as occasion required, saw her capacity miraculously restored (7-8).
The anti-society is also normalized and rendered more familiar, as even among vagrants “there is
an aristocracy as exclusive as any that prevails among the higher orders of society” (8).

As the illegitimate child of itinerant beggars, Burn carefully mediates his own otherness to
the readers. The fact that he is also an Irish migrant, for instance, needs to be almost searched
for in the text — Burn’s first statement about his origins is, “[w]here or how I came into the
world I have no very definite idea” (3). Then, he talks about his Irish parents and step-father,
proudly comments on his change of surname from McBurney to Burn to “sever the only
remaining link that bound me to my family” (47), but he almost inadvertently drops the
information that his nickname used to be “Mack” at least until 1848 (139), suggesting that
he “tore two syllables” (47) from his name not long before writing his autobiography. Up-
rooted from his motherland and his family, Burn lacks “a stable sense of who he is and where
he belongs” (Harte 2009, 24). Indeed, A Beggar Boy betrays an anxious desire of belonging
and normalization; Burn’s efforts are clearly directed towards creating an autobiography that
responds to literary tradition, relies on contemporary stereotypes, and draws upon common
cultural knowledge. The most original aspects of Burn’s work emerge, however, because of this
seemingly broad acceptance of contemporary standards and cultural codes: conventions are
rarely fully embraced, and the elements of variations allow insight into tensions between the
individual’s unique perception of the self and the demands of Victorian middle-class discourses.

2. “mere worldly education”

A Beggar Boy opens with a short essay on autobiography, clearly an attempt to find a suitable
justification to publish the life story of a lesser-known figure. However, by the 1850s, the idea
that autobiography need not be the special province of the great was already commonly accepted.
Some twenty years after A Beggar Boy was published, 7he Blackwood Magazine even suggested
that, because of their “instructive and entertaining” function, “the best of our autobiographies
are those that have chiefly a domestic or personal interest” (Anon. 1879, 488). The fact that
autobiographical writings could contain edifying or instructive elements was indeed one of the
reasons why the initial wariness towards this genre had been overcome. Burn capitalizes on this
mainstream cultural discourse and validates his work in the light of its didactic purpose, for,
he says, his life “may be of service” to both his son and other youngsters, to guide them “in the
path of duty”, because “in some cases, my conduct may be found not unworthy of imitation”
(1855, 1, 2). What at first glance seems to be a fairly conventional opening apology takes on
added significance and finds unexpected development in the text, where Burn proceeds to
elaborate a sort of philosophy of childhood and education.

A Beggar Boy illustrates a path of self-formation that is deeply rooted in childhood. Burn
details his progressive acquisition of skills and abilities by reconstructing the evolution of his
understanding in an almost Wordsworthian manner: “My capacity for thinking was at this time
beginning to expand, and my mind began to chronicle passing events” (6). In addition, he feels
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that, when very young, “I was a thing without a mind, and might be said to have neither body
nor soul of my own — that plastic part of my nature, which was to become my only patrimony,
was being moulded under the most degrading influences and corrupt examples” (19).

The child starts his process of growth and formation from an initial state of ‘emptiness’ or
absence — almost a state of non-existence, in which he is not even considered to be a human
being (“a thing”); then, the shape he assumes depends upon external influences. Burn seems to
have in mind John Locke’s Enlightenment child of reason, and the blank slate, or the so-called
tabula rasa which the philosopher believed to characterize the young mind (1824 [1689], 77)*.
To Locke, each pupil is like “white Paper, or Wax, to be moulded and fashioned as one pleases”
in the hands of his guardians and tutors (1712 [1693], 322). In the same vein, Burn ascribes the
problems he encountered later in life with those responsible for his early formation, especially
his parents and their dereliction of duty: “Having received a considerable part of my education
in such a romantic school, it would be strange indeed if I could have escaped without being
subject to the impressions consequent upon such a course of training” (1855, 34). The mind,
Locke says, is guided into a certain way of thinking from childhood, when individuals are
“most susceptible of lasting impressions”, and neglect or wrong influences can be detrimental
to the appropriate development of the understanding (1824, 422). Indeed, Locke believes
that when ideas are joined in the mind by habituation from childhood, “it is not in the power
of reason to help us and relieve us from the effects of it” (1824, 423). Following Locke, Burn
suggests that once habits or frames of mind are instilled into the child, reason is hardly capable
of undermining them; his upbringing made him “a dull dog” (1855, 193), and learning from
experience for him was difficult, or better, “above my capacity”, for “my mind [...] only received
such impressions as it was most susceptible of embracing” (180).

Given his predicament as a child, Burn, like Locke, recommends that one avoid giving
too much credit to opinions offered by parents and teachers®. A Beggar Boy includes a sort of
categorization of sources of human knowledge where direct and autonomous experience of the
world is ranked as the most important element:

The world is a great school for human education, and the different grades of society we mingle
with are our monitors. The methods of instruction may be clearly divided into three classes: the first and
most impressive is that which we receive from those we associate with. Our lessons in this department
are of a practical character, and embrace the every-day acts of our lives, whether they relate to business
or pleasure. The second class of instruction is that which we receive from clergymen and other public
instructors, and its object is to impress upon us the beauty and advantage of a correct rule of life. The
last source of information is, that which is derived from books, which may be said to embrace the whole
round of human knowledge. (Ibidem)

Burn’s line of reasoning has much in common with the Essay: he is offering his own answer
to Locke’s question, “Let us then suppose the mind to be, as we say, white paper, void of all
characters, without any ideas; how comes it to be furnished? [...] Whence has it all the materials
of reason and knowledge?” Whereas Locke answers in “one word”, “experience” (1824, 77),
Burn dwells on different options, especially on how books can help develop the individual in
both a moral and an intellectual way. Near the close of A Beggar Boy, a short essay discusses

% Actually, the expression “tabula rasa” is never used in Locke’s Essay, and it only appears — as “rasa tabula” — in
“Abstract of the Essay”, a manuscript first published by Peter King in 1829, then re-published with emendations
in 1830. See Locke 1830, 231.

3 See Locke 1824, 50-51.
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the importance that books have in self-fashioning and offers some advice on how to use them
properly to educate children. The Bible is, of course, the first book Burn recommends; after
that, “Historical books may be fairly placed at the top of all other sources of human knowledge”
(1855, 195). When he starts discussing fiction, his tone acquires unusual emphasis:

There are other two classes of books which I think are perhaps more useful on their shelves than for
any other purpose to which they can be turned. The first of these are the works of maudling sentimen-
talists; these books are full of language without meaning, and pretty flowers without fragrance! Among
them are the measured effusions of men who do not possess sufficient specific gravity to keep them on
the earth; their works are, therefore, too starry for common mortals!! The second class, comprise the
works of authors who manufacture plots and incidents to suit distorted minds; the persons of their little
dramas are made up of exaggerated shreds of humanity, who think and act under a lunar influence, and
therefore continually outrage all our common notions of congruity!

From the above observations, you must not suppose that I am opposed to all works of fiction; on the
contrary, I am of the opinion that some of the best books in the English language are to be found in this
class; I need only instance Goldsmith’s Vicar of Wakefield and Defoe’s Robinson Crusoe. There is a charm
about these books which will always possess a fascinating influence over the minds of their readers. (196)

In pointing out the fictional works with a positive effect on the readers’ minds, Burn omits to
mention another “fascinating” novel that has clearly influenced him: in fact, both 7he Vicar of Wakefield
and Robinson Crusoe are cited in The Personal History of David Copperfield among the books that
have an impact on David’s mind, determining how he perceives his life and surroundings (Dickens
1912, 58). If The Vicar of Wakefield represents the general cultural and social importance of family
life, Robinson Crusoe teaches practical survival and utilitarian ethics. The latter book is a point of
reference not only for Dickens and his character’s development, but also for Rousseau — who, inci-
dentally, adopts some of Locke’s educational tenets — and his imaginary pupil Emile. In agreement
with Rousseau’s theories, Burn considers reading fictional texts as a potentially dangerous activity,
which replaces direct experience of the world with something abstract and impractical; Rousseau
also expresses little faith in the young readers’ ability to cope with figurative language, or what Burns
defines “pretty flowers without fragrance” (1855, 196). The only novel that Emile is permitted to
read is Robinson Crusoe, a story relatively free of corrupting influences and dealing with practical
skills while describing solitary life: young men are meant to be self-sufficient or even alone in life.
Similarly, A Beggar Boy constructs the image of a solitary child who survives a hostile environment
and faces life on the road without the comfort of a loving family or stable friendships, supported
only by the occasional help of middle-class benefactors. Burn’s self-image as a young man shows
various points of contact with Crusoe, almost fulfilling Rousseau’s plans for Emile:

Je veux [...] qu’il pense étre Robinson lui-méme; qu’il se voie habillé de peaux, portant un grand
bonnet, un grand sabre, tout le grotesque équipage de la figure, au parasol prés dont il n’aura pas besoin. Je
veux qu'il s'inquiéte des mesures A prendre, si ceci ou cela venait & lui manquer ; qu'il examine la conduite
de son héros, qu'il cherche §'il n’a rien omis, §'il 0’y avait rien de mieux  faire [...]. (1848 [1762], 252)*

#In Christopher Kelly and Allan Bloom’s English translation, “I want him to think he is Robinson himself, to
see himself dressed in skins, wearing a large cap, carrying a large saber and all the rest of the character’s grotesque
equipment, with the exception of the parasol, which he will not need. I want him to worry about the measures to
take of this or that were lacking to him; to examine his hero’s conduct; to investigate whether he omitted anything,

»

whether there was nothing to do better [...]” (Rousseau 2010, 115).
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Some of the most ironic and light passages of A Beggar Boy are indeed devoted to observing
how young Burn deals with the “grotesque equipment” of clothes that never fit him, are too
old, or too ragged, so that “no young urchin could possibly have a better suit for ventilation,
and what was more, I had a numerous /ive stock on my body with the addition of the itch to
keep me warm” (1855, 40). Burn’s luggage is also rather eccentric: he leaves his father’s house
furnished with no “staff, nor scrip, nor money in my pocket”, but carrying around an “old
turf-bag”, which is his “only patrimony” (47). Similarly to Rosseau’s, Burn’s child progresses in
life through identification with the protagonist of one of the first great English-language novels.

Burn’s adventures and switches from one job to another as an adult still remind us of De-
foe’s characters, but with a significant difference: the former beggar boy admits that his lack of
skills has hindered his accomplishments in various occasions. When in the hat trade, he does
not foresee a change in fashion, and when trying to start his own taverns, his attempts fail for
what he defines, adopting again Locke’s language, a “want of business habits” (130). In this
sense, Regenia Gagnier observes:

[...] Burn blames himself for his failure in business. Assuming a liberal ethic of autonomy and
progress, he concludes that, despite no dearth of opportunity, he was personally deficient in the struggle
to maintain either self or social position, and he therefore believes himself uneducable [...]. Clearly it is
ideology — or hegemony in Antonio Gramsci’s sense of popular consent to the political order — that dis-
torts Burn’s evaluation of his experience and induces the shame and guilt pervading the text. (1990, 108)

Because he constructs such an articulated and multifaceted discourse about education and
self-growth, I do not believe that Burn blames himself for the difficulties he encountered in
his business enterprise, nor that he expresses feelings of shame and guilt. On the contrary, he
shows to be proud of his climb from beggar boy to respectable worker, a change he attributes to
his Smilesian “character” when boasting in both his introduction and conclusion about “what
energy and determination of character are able to accomplish when rightly directed” (1855,
200). Burn’s discourse on failure is in part an expression of rethorical modesty and in part an
assessment of the education that he received from his family, who is denounced for having
sent him out into the world without the appropriate instruments to control his predicament
and achieve success. For this, he especially blames his biological father: “If [my father] had sent
me to school, which he could have done, and assisted me to go into the world with only an
ordinary education, he would have saved me from being the foot-ball of fortune, and leading
the life of a wandering vagrant for years” (44).

His mother, too, had a role in his misfortunes, as she “always stood between me and the
flood which leads on to fortune” (24); after Burn discovers that he has a second step-father,
he says, “I had been blessed with three fathers and two mothers, and I was then as comfortably
situated as if I never had either one or the other, excepting that I was a living monument of
the folly of both father and mother” (82). Raised by a mother that frequently misplaced her
feelings by settling for untrustworthy men, a biological father uncapable of any affection, and
a stepfather who was too fond of alcohol, Burn is not surprised that “instead of regulating
my feelings by the rule of reason, my passions dragged me headlong through the by-ways of
folly” (122). Burn suggests that it is despite a lack of useful professional and personal “habits”
(understood in a Lockean sense) that he has “braved every difficulty” (198) and performed the
uncommon and admirable feat of advancing his position and acquiring respectability.

As emerges from the passage quoted above, Burn believed that the disadvantaged condition
suffered in his youth made him especially subject to the whims of unpredictable fortune and
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unable to keep his life under control. A Beggar Boy is extraordinarily rich in language related
to “fate”, “fortune”, “accidents”, “trade-winds”, and “storms” tossing the protagonist in various
directions (e.g. 18, 39, 198, 129, 162). To some extent, Burn’s proclamation that his strength
of character won him success, which is very appropriate to reform narratives, is constantly
undermined by references to how chance truly determines individual life. He emphasizes, for
instance, that “my life was frequently on the turning point, when the merest accident would
have made me a vagabond without redemption” (103). Therefore, as Burn implies, social
marginality can, at fate’s will, be cast on anyone: “the smallest accident in the machinery of a
family dependent upon labour, is frequently sufhcient to turn the current of life from one of
comparative happiness to irredeemable misery” (170-171). No one is the only master of their
own fortune, as chance can work counter to any determination of character or effort made by
the individual. In this sense, Burn disregards the middle-class belief that the poor can solve
their problems through individual hard work, or that any other member of society can maintain
their position at will. Even more significantly, he specifies, “I have frequently been impelled to
the performance of actions from the sheer pressure of circumstances, against which my better
nature revolted, and such I believe to have been the case with many others” (182). All human
beings would act similarly under the same conditions, and the morality of all members of society
is equally precarious: the Victorian association between the poor and depravity makes sense
only for “men in comfortable circumstances”, who are scarcely familiar with “the difference
between theory and practice” (121). Therefore, the actual failure portrayed in A Beggar Boy is
that of Victorian beliefs and values, among them the ideals of industry, self-determination and
character, which prove to be disconnected from a dynamic and living reality.

3. “fragments of the genus homo”

The influence of Locke’s works on Burn probably extended beyond the educational tenets
included in them. Between 1684 and 1691, Locke offered his friend Edward Clarke some
advice on the education of his children through various letters, which were then published
in Some Thoughts Concerning Education (1693). In the opening dedication to Clarke, Locke
explains the history of the 7houghrs and emphasizes their informal character: “the Reader will
easily find”, he writes, “in the Familiarity and Fashion of the Style, that they were rather the
private Conversation of two Friends than a Discourse designed for public view” (1712, n. p.).
This “private Conversation” became a great success, as the 7houghts went through three editions
before Locke’s death and other twenty-five editions over the course of the eighteenth century.
Burn may have had this exemplary precedent in mind when he conceived his epistolary auto-
biography in thirteen letters, a form that he later discarded in a revised edition (Burn 1882).

Usually, letters are employed to privilege a sense of authenticity and to establish the
immediate response to events as a pivotal moment of signification. Since epistolary writing
is traditionally connected with attributes of spontaneity and naturalness, fictional correspond-
ence is often endowed with linguistic and stylistic choices that make the text sound ‘artless’.
Moreover, the epistolary form is linked to expectations of some dialogic exchange, where a
voice responds at least indirectly to another and the shared world of the writer and addressee
underlies such dialogue. None of these features, however, seem to concern Burn’s text. The
sequence of letters in A Beggar Boy has nothing of a ‘real time’ interaction: the text maintains
the structure of a conventional retrospective autobiography, with a considerable gap between
the events and their recording. Burn restages his life at a distance both chronologically and
emotionally, adopting a ‘monological’ narrative and a polished and artfully crafted style, which
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is devoid of any sense of spontaneity. One should not discount the manner of intimacy that
letters do seem to offer, but, as I will discuss in more detail shortly, Burn writes something
personal that never becomes intimate. In other words, the epistolary form scarcely affects the
text except for an initial address to Thomas and a short edifying discourse at the beginning of
each ‘letter’. After the opening salutation, the writer seems to forget all about his addressee,
as well as about the social conventions pertaining to correspondence, such as the traditional
conclusion with a variation on “Yours” and a signature. Perhaps, Burn employs the epistolary
form as a mere strategy to elicit among his readers an empathetic reaction based on shared
experiences of parenting and educating children. Furthermore, he might want to shed light on
a successful aspect of his life which is never explicitly stated or brought to the foreground in A
Beggar Boy: the letters show that, unlike his parents, Burn established a constructive and close
relationship with his children, he cares about their education and is interested in handing on
his baggage of experience. By presenting himself as a judicious and affectionate father, he also
adds to the aura of middle-class respectability surrounding his self-image.

Although A Beggar Boy does not take on the formal features of epistolary communication,
the sequence of letters is an important conceptual framework for the narrative constitution of
the self. Whereas more conventional forms of autobiography are expected to apply a controlling
structure to the story of one’s life and mould the fragments of experience into a coherent whole,
a series of letters does not need to be quite so cohesive. Letters display an inherent plurality of
forms; they allow the disconnected flux of experience to emerge, in that the self can assume as
many different declinations as required by varying circumstances or contexts. Borrowing Lilian
Hellman’s words, one might say that letters are “repeated presentations of self in contradictory
stories whose lack of coherence or reason parallels life’s patterns” (1990, 123). By adopting an
epistolary form, therefore, A Beggar Boy accentuates a sense of fragmentation and transforma-
tion of identity, together with a difficulty of individuation stemming from vagrancy and the
lack of a ‘home’. Since Burn, as we have seen, is interested in mental processes, letters may also
highlight how chaotically human memory works.

Burn’s style seems so far from the spontaneous immediacy of letter-writing that it has
given rise to doubts concerning the authenticity of his biographical material. Julia Wardhaugh,
for instance, remarks that A Beggar Boy was “clearly written by an educated man” (2017, 63),
suggesting that the author did not actually start his life as a beggar as he claims in the book.
Undeniably, the former beggar boy is well versed in letters, figurative language, and rethorical
figures: the already quoted “I was born in poverty, nursed in sorrow, and reared in difficulties,
hardships, and privations” (Burn 1855, 2), for example, is an instance of double tricolon. Burn
favours learned turns of phrase such as “matter of palliation” (5) and adopts a flowery speech,
which he sometimes overstates with ironic intent. In so doing, even the situations that would
be scarcely appealing to a Victorian audience, such as his mother living with the beggar and
discharged soldier McNamee, acquire a peculiar glow of respectability: “When my mother put
herself under the protection of this gallant defender of his country, he was making an honour-
able living by appealing to the charitably disposed members of society” (ibidem). Burn does
not avoid reproducing slang or dialect, but he generally uses it to some effect, most commonly
a comedic one; he also specifies that he has never used the language of the ‘lower sections of
society, as “my tongue was free from anything in the shape of provincialism” (103) and now
even the “Cockney phraseology of my young days has lost much of its primitive simplicity” (23).

Language both reflects and contributes to the sense of fragmentation that is present on
a structural level in A Beggar Boy through a ‘Babelic’ medley of tongues: the autobiography
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includes vagrants’ jargons, working class slang, Irish and Scottish dialects, expressions in Italian
(e.g. “com amore”; 11), Latin (e.g. “genus homo”; 9, 113) and French. Burn shows his familiarity
with both French and Shakespeare when describing his uniform as a member of the North-
umberland militia:

The shoes were so capacious that, with a little enlargement, and a Siamese union, I might have
gone on a voyage of discovery in them! The chapeau, instead of being a fiz, was an extinguisher, and
when I put it on I required to bid the world good night! The longitude of the trowsers was of such a
character that I could not find my bearings in them, and the coat was of such ample dimensions that if
I had had a family it would have made a cover for the whole of us. I dare say you have some idea how
an ordinary sized man requires to be made up for the representation of Sir John Falstafl; my case was
somewhat similar. [...] The coat required two or three others as companions to keep it from collapsing
and burying me in its folds; and the trowsers put me in mind of two respectable towns in France, being
100-loose and Too-long! (109)

As suggested by the above quotation, Burn’s display of erudition is not limited to language
and its uses. A Beggar Boy includes references to the already mentioned Dickens, Defoe, and
Shakespeare, but also to Robert Burns (a favourite), George Byron, Miguel de Cervantes,
William Cowper, Oliver Goldsmith, Alexander Pope, Walter Scott, William Wordsworth, the
lesser-known Irish writer Susanna Centlivre, as well as 7he Arabian Nights, the legend of Paddy
the Piper, and many others. This dense web of intertextual relations is often used in a referen-
tial way, so that the experience of the protagonist finds an equivalent in literary and fictional
worlds that are familiar to the reader; for instance, when roaming the British countryside with
his stepfather McNamee, the narrator claims, “I had been the constant companion of my fa-
ther, whether he was drunk or sober, like Sancho Panza, I was sure to be at this heels” (25). In
other cases, Burn comments more profusely on authors and their works in short essays about
the “men who erewhile scattered their beautiful flowers in the paths of humanity” (155). As
is the case with letter-writing, this conspicuous use of intertextuality plays a relevant role in
the process of autobiographical self-construction: quoting so many authors, Burn creates a
fragmented and multidimensional narrating ‘I’, who appears engaged in a struggle to define a
solid cultural identity.

Burn truly demonstrates that he has acquired an impressive learning, so the few impreci-
sions noticeable in his quotations are worthy of attention. When discussing how the principle
of honesty can vary between different human beings, Burn uses the phrase “small by degrees
and beautifully less” (17), which is a misquotation of Matthew Prior’s Henry and Emma (1709),
“fine by degrees and beautifully less” (line 430; 1793 [1709], 14). The same incorrect quota-
tion must have been very frequent at Burn’s time: it appears in magazines, journals and even
parliamentary minutes until 1867, when Thomas Knightley published a contribution to Nozes
and Queries amending the widespread mistake and hoping that “now people will think more
correctly of the poetry of Matthew Prior” (1867, 271). Burn could have simply fallen into
the same error as his contemporaries, but, as suggested by the fact that he puts the phrase in
inverted commas, he might also be consciously quoting Henry and Emma incorrectly — after
all, a ‘false’ quotation would perfectly fit a discussion about lack of honesty. In Letter II, Burn
also transforms the line “Wept o’er his wounds or tales of sorrow done” from Goldsmith’s 75e
Deserted Village (line 157; 1770, 9) into “Talked o’er his deeds of sorrow done” (1855, 32). In
this case, Goldsmith’s description of a suffering Irish soldier is applied to another discharged
Irish soldier, Burn’s step-father. Once again, the modification of 7he Deserted Village can be
the result of a mistake, or perhaps it is an adaptation that better suits McNamee: it is hardly a
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coincidence that the misquotation maintains only the idea of sorrows inflicted to others and
eliminates any reference to the man’s pain and distress. Burn’s constant search of literary coun-
terparts for people and events seems to remain frustrated and incomplete, as there can be but
a partial identification between life and fiction, or between the present and the past.

A Beggar Boy is further complicated by a rich interdiscursive web of relations, for it occa-
sionally borrows ideas and imagery from the newspapers of its time. This happens especially
whenever Burn talks about Ireland, for which he expresses the same hostile feelings that he
directs against his biological father. In fact, by rejecting his national identity, Burn rejects also
the unloving and unavailable McBurney, for whom he reserved “the most unmitigated hatred”
(37). As can then be expected, the descriptions of Ireland and the Irish are rather pitiless in the
text; more surprising, instead, is the fact that Burn relies entirely on received opinions and ste-
reotypes to build his case, without formulating any original account — in other words, for once
he seems to have fallen short of his usual anecdotes. Indeed, he merely notes that in Killaleagh
“I had frequent opportunities of witnessing those outbursts of feeling which arise from party
spirit”, but no example of such outbursts is given, and what follows is a newspaper-like gener-
alized report of vices and follies of the “half civilized” Irish (42). Burn admits that “Ireland has
suffered much from English misgovernment arising from an illiberal and short-sighted policy”
(ibidem), a statement which echoes the willingness of mid-century press “to concede that Ireland
had indeed been the victim of neglect and misgovernment on the part of past generations” (de
Nie 2004, 26)°. He then comments about the Irish,

Instead of extending the commerce of their country, cultivating the soil, and adding to their social
comforts, their time and energies have been wasted in party feuds, and savage forays upon each other.
From this state of things, the Irish character had become a problem to the rest of the civilised world,
and neither statesmen nor philosophers could find a key to its solution. (1855, 42)

Even the sentence construction, with the repeated use of third-person pronouns, attempts
to mark a personal sense of distance, a separateness of experience with the Irish. Here, once
again, A Beggar Boy almost parrots contemporary press, which, de Nie notes, ascribed Ireland’s
backwardness to inherent defects in the people’s character (2004, 11-12). The harsh word
“savage” was frequently used with reference to Ireland by nineteenth-century newspapers,
which in turn derived it from descriptions of Africans or Pacific Islanders (12). Burn almost
adopts this adjective as a signpost of all things Irish, as he refers it also to the “native of the
north of Ireland” John Rooney (1855, 43, 72) and re-employs it in later publications: “Crime
against the person in America by Irishmen is marked by much the same characteristics as
at home; the same notion of savage justice and false feeling of personal dignity impel them
to set themselves above the law by becoming the avengers of their real or supposed wrongs”
(1865, 19).

The depersonalised journalistic tone adopted to talk about Ireland sheds light on Burn’s
complete disconnection from his origins and his family’s homeland, connoting a lack of cultural
recognition, belonging and security. Burn associates himself with Ireland only in an oblique
way: there is a close aflinity between the imagery that he uses to talk about his course of life
and Henry Mayhew’s metaphorical language related to Irish migrants in London Labour and

> Michael de Nie also notes that “[iln October 1847 the News of the World reproached other newspapers for
parroting traditional anti-Irish stereotypes and asked them to bear in mind ‘that it is English misgovernment that
has made Ireland what it is — and has reduced the Irish to their present deplorable condition™ (2004, 87).
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the London Poor (1851). In the public eye, the cholera epidemic of 1848-49 established a rela-
tionship between the spread of the infection, vagrants or wandering beggars and Irish migrants.
Therefore, the wandering poor became a “stream of vice and disease”, a “tide of iniquity and
fever” that Mayhew described as “continually flowing from town to town, from one end of
the land to the other” (1861 [1851], 397). Of course, the water imagery is not a coincidence:
the “tide” of iniquity and fever seemed to come across the sea from Ireland. Similarly, Burn
describes himself as “a feather on the stream”, “a vessel at sea”, the victim of a “strong tide”, or
“carried along by [...] tidal currents” (1855, 122, 86, 199, 83), images which seem to stand
for the force of fate and the flood of migration simultaneously.

The ‘fluidity’ of the water metaphors and similes in A Beggar Boy is also meant to empha-
size how unstable the situation of the working poor could be in the nineteenth century. Burn
was constantly wandering from one job to another, a situation in which “the tramp, the day
labourer, and the pedlar might be one and the same person at different stages in life, or even at
different seasons of the year” (Samuel 1973, 152-153). In A Beggar Boy, transformations in state
and rank can indeed be sudden; at one point, McNamee “left the begging-trade” and, seem-
ingly without further adjustments, the family “became transformed into respectable travelling
merchants, or what were then regularly termed ‘pedlars™ (1855, 25). Although Burn claims
that he “despised” vagrancy (82), as a young man he decided to abandon work and return on
the road because his mother invited him to beg with her. A single imprudent decision dictated
by affection for his own mother, and the honest worker suddenly “was again a vagrant and
continued so against my will for years” (66). The boundaries established by Victorian England
between labouring poor, street-folk, beggars and vagrants seem to fade in a context that is far
from reassuring, because a plurality of circumstances could define or re-define the individual
abruptly and unpredictably. Burn, in other words, casts himself as neither a beggar nor a working
man, or perhaps as both simultaneously.

4. “in the path of working-men”

According to Thomas Carlyle, a biography cannot consist of a mere factual report of dates
and events; it needs to come to terms with “a Problem of Existence” that every mortal must
face, that is “the Problem of keeping soul and body together” (1864 [1832], 311). This aspect is
equally, if not more important, for autobiographies®, and it is also what nowadays is considered
to be lacking in Burn’s text. In this regard, David Vincent writes:

By the third letter [Burn’s] enterprise was already in deep trouble. Burn was finding it increasingly
difficult to relate his inner self to the series of occupational and political reversals he was required to
encompass. [...] His dilemma, for which he could find no final solution, was that of how to negotiate
between his private and public selves in an essentially secular universe. He wanted to give an account of
his disaster-strewn life as a beggar, hatter, and commercial traveller, and as a self-improving reader, radical
politician, and Oddfellow, but was deeply uncertain about the interchange between external structural
processes and inner moral development. (2016, 175)

Vincent’s comment evidences another way in which, unable to mediate the disjuncture
between “soul” and “body”, Burn represents a disintegrating identity, fragmented into as many

¢ Carlyle might be talking about autobiography, too. In the nineteenth century, the term “autobiography”
was not firmly established in the language; frequently, Victorian writers would use the words “biography” and
“autobiography” interchangeably.
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selves as the number of different jobs (or non-jobs) that he had throughout his life. In addition, if
Burn’s account of his moral development is somewhat incoherent, the narration of his emotional
experience is virtually absent from the text. For one thing, there is a remarkable lack of fear in A
Beggar Boy: even when Burn describes his solitary adventures on the road as a child or a young
man, he does not mention feeling alarmed or in danger, and neither he nor the reader is ever
concerned for his bodily or mental safety. Tension does not build at any point of the account
because the ‘voices’ that the narrating ‘T" alternatively adopts are that of the ironic jester, the
educator, the essayist, and the dry chronicler. As for the latter, Burn records the deaths of his
brothers and sisters (until “out of the whole of my mother’s family, I am the only one left to toil
on in the journey of life”; 1855, 134) and the loss of his wife and twelve of his children with
the same lack of feeling: “During my wedded life I have had sixteen births, and twelve deaths
to provide for. In the course of events these were things of absorbing interest for the time being,
and they have all been surrounded with many feelings of much joy and no little sorrow” (199).

Burn scarcely depicts sentiments, emotional reactions, or troubled states of mind; rather,
in a Defoe-like manner, he calmly accumulates facts and circumstances. Except for a fleeting
childish infatuation for the “perfect mistress of my soul” (70), he also eschews talking about
romantic feelings, especially in connection with his marriages and the death of his first wife, who
is remembered merely as a “quiet and gentle” woman with “a very passive character” and “a very
small amount of energy” (132)". After all, Burn claims, “the love of the stomach outlives all other
love” (90), and romantic feelings are more suitable to poets than labourers. It is in this sense that,
as | have mentioned before, Burn writes something personal, but never something intimate. His
attitude can resemble that of a scientist engaging his object of study, that is, his self and his life,
which sometimes require “a psychological view of the case” or insights into “technicalities” (70,
22). A scientific framework, incidentally, is adopted also in other works by Burn, who is inspired
by medical models, possibly even by Lamarck or Darwin’s theories of species and acquired char-
acteristics in 7hree Years Among the Working-classes in the United States During the War (1865) and
Commercial Enterprise and Social Progress; or, Gleanings in London, Sheffield, Glasgow, and Dublin
(1858)8. A Beggar Boy seems, instead, to follow the directions that Alexander Crichton offers to
any physician wishing to analyse the human mind: he should be capable “of abstracting his own
mind from himself, and placing it before him, as it were, so as to examine it with the freedom,
and with the impartiality of a natural historian; [...] to go back to childhood, and observe how
the mind is modelled by instruction” (1798, x).

Today, Burn’s pseudo-scientific approach and unemotional prose are considered to be
typical traits of working-class autobiography, where, Nan Hackett says, the self is minimised
or even depersonalised (1989, 210). Indeed, the limited scholarly attention that A Beggar Boy
has attracted so far is centred in the field of working-class studies, since the book conforms to a
number of perceived notions and features of this kind of literature. In the same vein with most
nineteenth century working-class autobiographers, for instance, Burn opens A Beggar Boy with
an apology for his ordinariness, states a didactic purpose and uses literary contextualization

7Burn’s first marriage sounds like a mere contract: “I went through the dutiful ordeal of obtaining the consent of all
the parties who were interested in the matter, and I became the happy husband of a good and virtuous wife” (1855, 112).

81n Three Years Among the Working-classes, Burn comments on the “physique” of American people, their “physi-
ological features”, questions of race and adaptability (e.g. 1865, xii-xiv, 3-9, 72); in Commercial Enterprise and Social
Progress, he recognizes a “peculiar adaptability in the Irish females for fine sewing” and illustrates other ethnic and/
or national features for different groups (e.g. 1858, 135).



232 ILARIA NATALI

to demonstrate his education and self-improvement’. He can also be easily seen as avoiding
introspection in order to “maintain a ‘mask’, which [...] is that of a successful, moral member
of society” (Hackett 1985, 3), as is the case with many other authors who told their stories of
social ‘redemption’. A Beggar Boy, however, shows some crucial departures from working-class
memoirs, in which

[...] the desire to inform an outside group about an unfamiliar segment of society first justifies and
then frequently subsumes the story of the individual. He or she no longer tells his or her own private
story, but is rather relating the story of a group of people, so that his or her autobiography becomes a
representative or collective narrative. [... TThese works become cultural narratives rather than individual
stories [...]. (2)

It is true that A Beggar Boy articulates a constant tension between a public and a personal
sphere, but the representation of individuality is never surpassed in favour of class identity or
collective discourses. This is especially evident when Burn discusses his previous political activity,
which he abandoned with the threat of the first general strike in 1839, when he turned against
the Chartists and started considering his previous involvement “political folly”, “monomania”,
and “insanity” (1855, 145). Burn’s position is rather atypical for a working-class autobiographer
as he not only disagrees with Chartist methods and approaches, but he also completely disowns
the ideological apparatus connected with the movement, which is accused of having caused
the tragic demise of many of its members. In fact, statements such as “it is very questionable,
whether a more equal distribution of property would be beneficial to the community” (184)
are rather rich coming from a former beggar and political activist. He also dismisses the Trades’
Committee as merely “an excellent school for young beginners in the science of oratory and
public debating” (124), whose meetings were chiefly “dangerous” pretexts for “everlasting ad-
journments to the taverns after business hours” (125). In most cases, Burn’s accounts of gatherings
and other political activities become occasions to praise the benefits of abstinence, industry and
interclass sympathy, thus implicitly combating pejorative associations of the immigrant Irish
with moral degradation and ineptitude. Burn’s main concern, even when discussing political
matters, is his self-image as a prospective member of the English middle-class.

A Beggar Boy also shows an urge to consider and value the individual outside his social
context and beyond any label assigned through cultural norm: in a sense, this could amount
as a ‘subjectivist turn’ of working-class autobiography. This tendency becomes manifest once
we compare Burn’s text with other memoirs where, instead, the self identifies with class and
labour. For instance, William E. Adams was a Chartist, like Burn, who became a newspaper
editor and an important member of the English republican movement. His autobiography,
first published in 1901 in the Newcastle Weekly Chronicle, insists on the ideas of repetitiveness
and dullness of work and opens with these self-effacing words: “I call myself a social atom —
a small speck on the surface of society. The term indicates my insignificance. [...] I am just
an ordinary person” (Adams 1903, xiii)'’. For Adams, lack of differentiation is primarily an
ideological tenet, according to which individual action must be minimized in the promotion
of class effort. Interestingly, his memoir might have been influenced by A Beggar Boy, where
similar imagery and wording are used though with very different implications:

9 See Gagnier 1987, 338; Hackett 1989; 2010, 211.
19On the topic see Gagnier 1987, 338.
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Although I was an atom in the world of life, I was never without an individuality; in all my mis-
erable littleness, I possessed a mind far above my position; and though I often wandered in the gloomy
valley, bordering on despair, the lamp of hope never ceased to burn and light me on my way. (1855, 98)

Burn employs the past tense, suggesting that he has now abandoned a marginal position
in society which he had never accepted. In addition, while Adams’ atom is a “social” one, a part
of a cohesive and organised group, Burn’s seems lost in a chaotic and bustling “world of life”,
where he always stood out from the mass, as if under a spotlight. Incidentally, in this sense
A Beggar Boy calls to mind Tobias Smollett’s Adventures of an Atom and its talking particles
of matter, which “are singly endued with such efficacy of reason, as cannot be expected in an
aggregate body” (1806 [1769], 404). The fact that the atom-imagery for Burn is connected
with resistance to engulfment is further reinforced by another occurrence of the term when he
describes his arrival in London:

[In London] I was faitly lost in a wilderness of human beings; I was a mere atom in a huge moun-
tain of humanity! and as it were an unclaimed particle of animation — a thing that belonged to nobody.
In fact, I looked upon myself as one of the outside links in the chain of civilized society. If I could have
become a part of the monument somebody would have looked at me, and have set their wits to work

to find out my use. (1855, 95-96)

London is not a suitable context to Burn, who, overwhelmed, decides to leave within three
days. Significantly, although he writes a story of reform and inclusion, Burn seems to reject any
assimilation of the self with “humanity”. In the big city, he especially feels that he does not belong
to society, that he is “outside” civilization, perhaps as both a vagrant and a ‘savage’ Irishman.
His desire to be “part of the monument”, to participate in something important and lasting,
responds again to an individualist drive; it can be read as a metatextual remark, since, as James
Olney says, autobiography is a “monument of the self as it is becoming” (1972, 35). Eventually,
Burn builds his own monument in A Beggar Boy, where he lines up his achievements as if piling
one stone upon another, demonstrating he is well familiar with the conventions and structure
of Victorian society, its codes of culture, existing models of self-narration and literary practices.

On a superficial level, in fact, Burn’s autobiography is a conventional mould deeply em-
bedded in the cultural, literary and political discourse of the Victorian middle-class; yet, this
mould is fraught with tensions and deviations from established paradigms, so that A Beggar
Boy seems to resist most of the same values that it embraces. Burn is, then, a liminal figure at
the centre of a liminal text: he is a working beggar, a settling vagrant, an ‘apolitical’ activist,
who tells a story of self-realization while suggesting that life is dominated by chance and his
true fulfilment is yet to come. He adopts an epistolary form without writing letters and he
relates a “true history” (1855, 163) so loaded with literary references that it almost demands
to be read as fiction. Working within traditional or extant templates, Burn establishes a dy-
namic intersection and contradiction of discourses, creating a dual dimension that pervades
all levels of the text. Although he eschewed being associated with Ireland, his autobiography
definitively adds new facets to the definition of a specifically Irish autobiographical mode. A
Beggar Boy creates a multi-perspective narrative by responding to mainstream discourses while
simultaneously subverting them; it also invites the reader to think about identity in nuanced
terms by configuring the various components of the self as plural, partial and fragmentary.
The fact that these same characteristics can be traced in the works of at least three among the
most analysed Irish autobiographers, George Moore, W.B. Yeats, and Sean O’Casey, points to
a cultural continuity that awaits further investigation.
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post-national, a term O’Neill likes to apply to his own identity (see Reilly 2011). His view-
point adds a different inflection to the Irish part of the story, questioning his grandfather’s bold
nationalism but it also casts a shadow on the cosmopolitanism of the Syrian grandfather, to
which the author should feel more akin but which he ends up distrusting.

Grandfather, Jim O’Neill%, was arrested in 1940 when Eamon de Valeras government,
fearing that the IRA might compromise Eire’s neutrality, rounded up all notorious activists and
detained them in an internment camp, the Curragh, in county Kildare®. When Joseph O’Neill
learnt this, “[n]obody explained precisely why or where, or for how long, and I attributed his
incarceration to the circumstances of a bygone Ireland and a bygone IRA” (O’Neill 2000, 1).
When he started doing research about his grandfather, he discovered that this episode of Irish
history was “a non-subject” (147); there are no records of the IRA internments, no photographs,
let alone monuments and most documents have been burned?.

Meanwhile in Mersin, a small but busy port on the Mediterranean with a substantial cos-
mopolitan population, the shrewd businessman and hotel keeper, Joseph Dakad’, a man of the
world, was seized by the British at the Palestinian-Syrian border on the train that was bringing
him back from Palestine where he had ostensibly been buying lemons. He was detained for
over three miserable years in English and French prisons and concentration camps in Palestine,
suspected of spying for the Germans and submitted to interrogations, threats and torture. On
his return he wrote a memorial for the Turkish authorities and a detailed letter for the British
insisting on his innocence and asking for damages.

Joseph O’Neill tries to clarify the circumstances of these two episodes and their signifi-
cance for himself and his family in a narration moving to and from Ireland to Turkey and back
and having, as the author sees it, a three-act structure, “[a]ct 1 being the received stories and
silences. Act 2 being my own counter-narrative and Act 3 being the synthesis” (O’Neill 2010).

Although Blood-Dark Track cannot be defined as a truly experimental text, it does some-
thing new not only through its specific point of view and its double focus, but also through its
mixing of genres. Teetering as it does between memoir and fiction, it illustrates an innovative
literary trend that has become quite visible in recent years in the English-speaking world, that
of biofiction, or fictional life-writing®. The growing scepticism about the trustworthiness of
history and straightforward biography that emerged from Postmodernism has fostered the rise
of a kind of writing that, under the pretext of depicting actual figures anchored in well-defined
historical periods, manipulates, indeed, at times “constructs something coherent out of the facts,”
as O’Neill says in an interview (Payne 2016, 223), to serve an aesthetic, personal or political

2Jim O’Neill was born on a farm in Co. Cork and led a life of hardships moving from one small job to anoth-
er. He fathered seven sons and daughters. Once freed from detention he refused to take part in active political life.

3 The Curragh internment camp hosted not only Irish citizens who were seen as a threat to Ireland’s neutrality
(IRA men and pro-Nazi activists) but also Germans and members of the Allied forces who had been caught on
Irish territory.

# While the story of the IRA camp was not told, that of the POW section of the camp inspired 7he Brylcreem
Boys, 21998 film directed by Terence Ryan.

> Joseph Dakad (or Dakak, the original form of his surname frequently used by O’Neill in his narration) was
born in Iskenderun (formerly Alexandretta) and lived in Mersin. The two ports on the eastern Mediterranean coast
of Turkey near the Syrian border boasted in the past a multi-ethnic population which at the time the story is set
was dwindling and losing its economic and social importance.

¢ The term biofiction was coined in 1990 by Alain Buisine in his trendsetting “Biofictions” published in Revue
des Sciences Humaines. In the English-speaking world, the foremost expert of this sub-genre is Michael Lackey, the
author and/or editor of, among others, Biographical Fiction: A Reader (2016) and The Rise of the American Biographical
Novel (2016). His Irish Biofiction is forthcoming.
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vision. Ireland has taken a prominent role in the vogue of biofiction with such stellar works as
Colm Toibin’s 7he Master (2004), John Banville’s Doctor Copernicus (1976), Kepler (1976) or
Shroud (2002), Anne Enright’s The Pleasure of Eliza Lynch (2002) to name just a few’.

O’Neill’s biofictional text reconstructs (or rather constructs) the lives of two men who
did not know each other and could not have been more different but who had in common
not only a grandson (himself) but also the traumatic experience of being the victims of tense
war-times that affected combatant and neutral countries alike and, even more so, of having
lived in the aftermath of the dissolution of large empires (the British and the Ottoman). This
is the historical background that led to the two men’s detentions and which Blood-Dark Track
analyses in all its implications.

The grandson’s attempt to dispel the family’s “taut silences” (O’ Neill 2000, 11) that en-
closed the incarcerations of the two men takes the form of a series of interrogations regarding
the past, and of a personal enquiry aimed at closing the gap between the different cultures
that contributed to create his own identity. O’Neill's own Recherche du temps perdu may not
finally reveal much about the true causes of his grandfathers” disgrace, but works as a sort of
Bildungsroman in which the autobiographical self’s eyes are opened on the true nature of the
paradises and heroes of his childhood and of the “cold and profound sea of misconceptions”
(262) in which his family’s personal narratives were steeped. The insights O’Neill gained into
his grandfathers’ lives took the form of “a slow idiotic awakening” (2) which led to a similar
awakening about himself.

Although carefully documented, the two biographies are finally the fruit of O’Neill’s cre-
ative imagination, especially in that they regard the actual lives of very minor historical actors
immersed in, or rather swept away, by historical events much larger than themselves and that
they do not fully comprehend. The grandson-turned-detective’s investigation will not deliver
any definite truth but lead to a narration of “times and places in which politics might have
dramatic and personal consequences, in which people might be impelled to act or acquiesce
in the face of evil” (13). Even while raising empathy for the plight of his grandparents and,
through the micro-historical dimension, getting a better grasp of the “macro-historical edifi-
ces that national narratives offer” (Payne 2016, 223-224), the principal aim of the author is
constructing a better rooted and more mindful identity for his own multicultural self. While
O’Neill re-imagines the lives of his family at a crucial moment of the twentieth century, his
meta-biographical narration frequently foregrounds the soul-searching perplexities and misgi-
vings of its first-person narrator. Thus, the biofiction regarding his two grandfathers becomes
a form of autobiofiction.

1. Compositional Strategies

Blood-Dark Track alternates narrative sections regarding the vicissitudes of the two men
with macro-historical and sociological ones and, more prominently, sections in which the
grandson-sleuth-barrister tries to discover the reasons for the two imprisonments thus becoming
the true protagonist of this piece of family-writing. The prominence of the personal inquiry
over the grandfathers stories gives the memoir the dimension of a detective fiction staging a
“first person narrator who is trying to think things out” (O’Neill 2010). In an interview with

7 Michael Lackey in the draft Introduction to his forthcoming rish Biofiction, traces “the origins of biofiction
back to the Irish engagement with an appropriation of a newly emerging form of portraiture aesthetic” which be-
gins to be evident, he argues, notably in the works of Moore and Wilde.
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Jonathan Lee in the Paris Review, O’Neill talks about his preference for the first person which
explains away the oddity of using it in a narration concerning two members of his family:

Ijust don’t think I've cracked the third person. Haven't come close to it. There’s a central subjectivity
to them — and a first person voice feels to me like the right way to explore a consciousness of that kind.
[...] The first person is the shortest of shortcuts to an elusive element of the real. (Lee 2014)

Such a choice also tells us that what counts in this story is the consciousness of the narrator
thus foregrounding the novelistic structure of Blood-Dark Track.

If we examine the compositional strategies deployed in the memoir, we notice that alongside
the investigative process, a major role is played by the affective dimension. Driven by shock
and sympathy for “how forsaken [the grandparents] must have felt” while in prison camps
(O’Neill 2000, 11), the author starts his research in a meticulous and loving way, travelling to
their places of birth and to where they had lived and worked and been detained, consulting
documents, archives and history books and interviewing all the people who had known them
and were informed of the facts so much so that the memoir is overwhelmed by details which
often seem irrelevant. The process is analogous to collecting valueless keepsakes of a beloved.
The barrister-investigator faces “finicky” questions to reach the conclusion that “[w]hat one
learns, pretty quickly, is that frequently the truth remains anybody’s guess. [...] Sometimes,
however, something is illumined that is strange and unlooked for that [...] twists the case and
gives it a new meaning” (13).

2. Biofiction and (Auto)biofiction

Since the purpose of this kind of investigation is not to clear the accused in front of a
tribunal but only in the eyes of the investigator, the effect the findings have on the narrator is
paramount. What will be illumined is not the truth about his grandfathers’ behaviour but rather
the sense of his family ties, his sharing of or dissent from the values held by the two families, the
ethical and political responsibilities of the individual vis & vis his country, and the evaluation
of the author’s own life-choices in light of what he has learnt about the past. The lawyer’s urge,
thus, becomes the grandson’s search for new meanings in his family history and in his own
nature and beliefs. This is what propels him to investigate but also to create the personalities
of the two protagonists, Jim O’Neill and Joseph Dakad, and of their antagonist grandson, the
author of the memoir, Joseph O’Neill, who unites the two legacies in his name. This makes
Blood-Dark Track an example of biofiction rather than of biography or history and, because of
the importance he attributes to the personal repercussions of his findings, of autobiofiction.

Constructing the grandparents’ personalities is an act of self-fashioning, as well as of find-
ing surrogate forms of excitement and mystery. The more flamboyant and surprising the two
characters are, the more the narrator’s own expat identity and unadventurous life are put into
relief. “T've moved around so much and lived in so many different places,” says the author in an
interview, “that I don’t really belong to a particular place, and so I have little option but to seek
out dramatic situations that I might have a chance of understanding” (Lee 2014). Although in
the interview he refers to the “dramatic situations” in his most recent novel, 7he Dog (2014),
he might as well have in mind his grandparents’ “journeys of the body and spirit” that seem
“fantastical” in comparison to the unheroic predicament of “many of us, living in the demo-
cratic west at the beginning of the new century [...] casting our vote twice a decade or losing
our temper at the dinner table or shunning the wines and cheeses of France” (O’Neill 2000,
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3). Jim O’Neill’s and Joseph Dakad’s adventures help offset the tameness of his life and milieu,
and shape (or at least suggest) a new persona for their grandson. Unlike sixteenth-century
gentlemen moulding their selthood on manuals and literary models (as described by Stephen
Greenblatt in Renaissance Self-Fashioning), O’Neill does it by claiming closeness to those two
maverick grandfathers. Finally, however, the failings he discovers in them succeed in reassuring
him regarding his choices and preferences.

The author, who defines himself as “an establishmentarian and politically sedentary — and
politically guilt-ridden person” could not be more distant from the adventurous radicalism
and “the values of political resistance” of his Irish family that fascinate him in spite of his fear
of extremism and his political correctness (230). On the other hand, his own “bourgeois con-
ception of life as an economic adventure” (ibidem) brings him close to his Levantine sources
from which he ironically distances himself on recognizing similarities with his own lot. The
two characters and their settings act as mirrors (or rather distorting mirrors) of each other,
and especially of their grandson. Their doings “set [him] up a glass / Where [he] may see the
inmost part of [himself]” (Ham. III. 4.20-21) helping him advance towards self-knowledge.

3. The grandfathers: two different versions of masculinity

Both grandfathers, born respectively into the British and the Ottoman empires, had spent
their youth and maturity in young democracies that were trying to come to terms with an
imperial heritage and deal with individuals belonging to groups that had formerly played an
important role but no longer fitted the new picture.

The IRA, that had contributed to the achievement of an independent republic, was an
uncomfortable reality once the Free State had settled in its acceptance of the partition so that
the organisation was declared illegal. Jim O’ Neill, however, remained attached to the stances
of Irish nationalism although it was (at least temporarily) a thing of the past. The glamour of
the IRA as impersonated by his grandfather fascinated Joseph O’ Neill until he realised that
underneath it lay the ugly aspects of sectarianism, hatred and violence.

The Christian Syrians (also called Assyrians), together with the other minority non-Muslim
citizens of the country that had played such an important role in the economic and social life
of several coastal cities of the empire, were looked askance by Atatiirk’s Turkey. Several measures
to terminate their prominence in the country’s economy and inflict financial ruin on them were
successfully taken in the 1940s and 1950s. Dakad, as a member of a Christian minority trying to
defend their dwindling privileges, had to act slyly and warily to avoid the sectarianism, hatred and
violence that characterized the host country and yet, in spite of his prudence, he made a faux pas.

Both grandfathers had to adapt themselves to difhicult political and social situations and
they did it trying to maintain their dignity: “They lived in extraordinarily hateful and hazardous
places and times, in which men with powerful egos were especially exposed”, writes O’Neill
(O’Neill 2000, 336) tacitly opposing to them the identity of a European Union citizen at a
time when a staid European Union meant something. The story of his grandparents brings
into relief by contrast the poised personality of the author, fearful of nationalism, and at the
same time fascinated by the extremism that goes with it; disdainful of the Levantines, of their
opportunism which, for example, made them ignore the massacres of the Armenians or the
Kurds, and yet sentimentally close to “these strange French-speaking Turks” (26) of Mersin in
whose midst he spent the best summers of his life.

Initially the author is tempted to romanticize the two figures. James O’Neill’s obituaries,
describing the paternal grandfather as affiliated to the “First Battalion, First Cork Brigade, IRA
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and a true Gael” are for the grandson “glamorous texts, call[ing] from a gritty world of hurling
and revolution that was thrillingly distant from the bourgeois, entirely agreeable world of the
Hague” (7) where he grew up. He imagines his “grandfather’s rebel world” (ibidem) as it was
suggested to him by the illustration on the jacket of one of his mother’s books about the IRA.
In the style of a boy’s comic, the jacket described

an ambush at dusk on a deserted country road in west Cork, the sky burgundy, the sunken day a
low-lying mass of yellow. A convoy of trucks is turning into view, and waiting to jump them are a smart
officer in a blue jacket and tie, and two sturdy rifle-toting fellows in rough shirts. (8)

Both the book and Jim O’Neill’s world speak “of cold adventurous nights and clean-cut
valour” (ibidem).

On the Turkish side, when a former accountant of Joseph Dakad’s hotel, Salvator Avigdor,
told Joseph O’Neill that his grandfather’s detention “had something to do with spying for the
Germans [...] a shiver of an explanation accompanied this information” (1) and confirmed
the aura that surrounded Mersin at the start of the war. It was a city “full of intrigue” (55)
like Lisbon or Casablanca, said Avigdor, setting the author to fantasize about his maternal

grandfather:

[A] man in a white tuxedo who tries to steer a neutral and profitable course through a sea of vultures,
gamblers, desperadoes, lovers and idealists. Humphrey Bogart, as the owner of Rick’s Café Américain,
had been almost exactly my grandfather’s age, and Casablanca was set in December 1941, which was
when my grandfather was running the Toros hotel. (56)

This set O’Neill to investigate whether, indeed, his grandfather had entertained a complicity
with the Germans who were trying to discover what influence the British might have over the
Turkish government and to find out who had (probably unjustly) denounced him.

The mysteries of the two grandfathers’ plights were covered by the paternal and maternal
families who appeared reticent to discuss them and whose silence was tinged with condemna-
tion: “Jim and Joseph were each in some way in the wrong. Les absents ont toujours tort” (12).
It was not until the author was thirty “that the curious parallelism in [his] grandfathers’ lives
struck [him] with any force™

I was driven to explore it, to fiddle at doors that had remained unopened, perhaps even locked, for
so many years and not until then that I began to make out what connected these two men, who never
met, and these two captivities — one in the Levant heat, the other in the rainy, sporadically incandescent
plains of central Ireland. (2)

It is quite human to try to aggrandize one’s forebears, describe them in the rosiest colours
and cover up what might throw a shadow on their personality and deeds or make them the
victims of adverse circumstances. O’Neill, however, resists the temptation of having a Daniel
O’Connell or a Humphrey Bogart character as grandparents. For his forcedly fictional por-
trayal of the two men, he relies on personal investigations and barrister techniques but also on
his feelings and imagination. All of this will eventually yield a much less glamorous picture
of the doings of his grandparents who were, anyhow, each in his own way, quite flamboyant
characters, fit to be fictionalized. The grandson’s piece of family-writing ends up being an act
of love (although tinged with misgivings) on behalf of two men he had not really known and
is now trying to know, being fascinated with their personalities and adventures but in the end
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also critical of their positions. For in the end the memoir finally turns out to be a personal
exploration of the author’s own expat identity with its shortcomings and merits.

4. The Irish Grandfather

Of the two grandfathers, the one whose personality appears more attractive for his grand-
son is Jim O’Neill, not the kind of person the respectable barrister nor his businessman father,
Kevin (Jim’s third oldest son) would have normally approved of. Jim best impersonates the
values of rootedness and hot-headedness the narrator does not possess. He is first introduced as
a poacher, delving in this minor crime in order to buy communion and confirmation clothes
for his children, much like the protagonist of Ken Loach’s film Raining Stones. Raised during
the Anglo-Irish War and the Civil War in County Cork, “the centre of fierce resistance to the
Anglo-Irish treaty” (O’Neill 2000, 134), Jim witnessed the killing of two of his cousins and
much violence all over that led him to join the IRA in his early twenties and throw himself
into paramilitary life becoming a competent and respected volunteer. All of his activities as
lorry driver, pipefitter, trade-union activist, member of republican clubs and of the Gaelic
League, “where you spoke Irish and danced Irish dances” (71), show him as highly politicized.
He wanted to participate in armed raids or join the International Brigade in Spain but for dif-
ferent reasons did not, always regretting it. However, because of his reputation and apparently
not because anything he did, he was arrested in 1940 as a would-be terrorist, a threat to the
country’s neutrality.

Four years between Mountjoy prison and the Curragh would profoundly mark Jim for
the rest of his life (as a similar experience marked Joseph Dakad). On his return he would no
longer want to be actively involved with the republican army but remained, all the same, “one
of the most reliable unofficial men the IRA had in Cork, someone who could be trusted to
dump arms, transport people, raise funds and quietly put his experience and contacts at the
disposal of the movement” (221). Looking at a photograph of his, the grandson commented:
“[Mly grandfather was the very image of the hard, handsome IRA man” (160). His actions,
however, were contributing indirectly to the lethal violence that shook Ireland.

As a man without a clear-cut national identity, the author is often swept away by strong
vicarious nationalist feelings when he thinks about the flame that burnt in the heart of his family.
He remembers, for instance, the profound surge of emotion when as a twenty-one year-old
student in a Cambridge University library he had come across the text of the Proclamation of
Independence (which he feels compelled to transcribe in full in the novel), or how moved he
was by his grandmother’s tale of how he, at the age of four, had once broken free of her hand
and taken the lead of a parade to celebrate the unveiling of a monument commemorating an
IRA ambush. “I cannot fully account for these intense sensations of patriotic exhilaration,” he
writes, realizing they are rather simplistic but constitute a relief “from the finicky, obstructive,
futile, morally muddy world” of his other self and that they make him feel “significant” (150).
To the ears of the “post-nationalist” narrator, instead, affected by “a sense of chronic displace-
ment” (Lee 2014), the strong attachment to one’s nation exerted a bemused attraction and the
names themselves of the places where dark events tied to Irish nationalism took place, often
under the eyes of members of his family or, perhaps, through their hands, are modern-day
Dinnseanchas®. Clonakilty, Kilbrittain, Drimoleague, Slobbereen, evoking the events that took

8 Dinnseanchas are short Middle-Irish poems or prose pieces evoking the origins of a place, the traditions
attached to it or the memory of events or people associated with it.



244 DONATELLA ABBATE BADIN

place there, “have the lyricism of the unfamiliar” and he continues thinking about them, in
spite of their ugliness, “as grey-brown, inward-looking, and vulnerable to flooding by a past
that, like the local water table, lies just beneath surface” (O’Neill 2000, 65). What lies just be-
neath the surface is a nationalist story, which is also the apparently glorious story of his family,
both on his grandfather’s and his grandmother’s side. “My grandfather, great-grandfather and
great-great-grandfather [...] was each imprisoned in the cause of Irish freedom” (68).

This was, however, an outsider’s view. The author’s father, Kevin, instead, who grew up
an Irishman and at the age of seventeen did a stint in the IRA with his two brothers, rejected
Joe’s values and deeds telling his son, “[f]or me, West Cork was about ambushes and murders
and the Black and Tans. It was a bloodstained, haunted kind of place — spooky. The roads and
fields were dark and isolated. Men were shot and buried there” (64). The author, who was too
young when Jim died to remember him, was fascinated, unlike his father, by his grandfather’s
fame and dare-devil deeds and collected as many stories about him as he could from friends and
relatives. Hints of the family’s violent past emerge from the apparently most innocent moments
of Joseph’s fact-finding travels in West Cork with his uncle Brendan. After drinking tea with
a cousin on a farm, Joseph is given a “souvenir”: a rusted Colt 45 wrapped in a towel. “That’s
the gun that shot Admiral Somerville” (94), says the uncle laughing. This instigates the author
to research the death of that Admiral Somerville?, a well-respected Anglo-Irish member of the
community who was shot in 1936 by an Irish commando, allegedly because he was helping
Irish young people to join the English navy. Why was Joseph given the gun? Was Jim O’Neill
part of this commando? Joseph has strong suspicions about his grandfather’s involvement.
For a good part of the novel, the author returns again and again on this event animated by a
morbid interest and a sense of horror that his grandfather might have been a murderer until
at the end it is revealed that the Admiral was shot by Joseph O’Neill’s granduncle, Tadhg, his
grandmother’s brother. Jim, thus, was not directly responsible of the killing, yet he would
certainly have approved his uncle’s criminal behaviour. Although from the onset of his writing
Joseph O’Neill knew the answer, he prolonged the suspense and the thrill giving proof of
his fictionalizing intentions and his desire to create mystery and suspense around a fact with
which a biographer would have dealt head on. The suspense adds to the aura that surrounds
Jim O’Neill all through the story but also foregrounds Joseph O’Neill’s slow awakening to the

horrors tied to sectarianism — the main plotline.

5. The Turkish Grandfather

O’Neill’s “bourgeois conception of life as an economic adventure” (230) should have made
him feel closer to the Levantine cultural roots of which Joseph Dakad was the product and the
epitome. And yet between the two grandfathers, the Irish Jim, the protagonist of a possible mur-
der and of many gallant actions, seems to be the one who conjures up the greatest admiration,
probably because of his otherness. The representation of Joseph is more critical of the man but
inseparable from the tenderness and pathos elicited by old Mersin, his mother’s birthplace and
the theatre of O’Neill’s childhood summers, a town “of verandas, gardens and large stone hous-
es” (22) inhabited by a dwindling community of mixed ethnicity and religion, the Levantines.

? De Valera’s anti IRA policies (of which Jim O’Neill was to be a victim) were indeed sparked by the assassination
of Vice-Admiral Henry Somerville in 1936. He had served in the British Navy and had retired to Cork, where he was
recruiting young Irishmen for the British armed services. His shooting marked the revival of terror in the countryside.
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The term Levantine initially referred to a nucleus of non-Muslims — Christians and Jews —
who had lived in the Ottoman Empire “comfortable in many cultures but perhaps never truly at
home in any” (King 2015, 350) and constituting a first model of globalised society. The term,
however, has come to sound derogatory'® (see, for instance, the contempt T. S. Eliot conveys
in 7he Waste Land regarding Mr Eugenides, the Smyrna merchant). Joseph Dakad, writes the
grandson, “born in the quintessential Levant port of Iskenderun, undoubtedly qualifies as a
Levantine in the pejorative sense” (and, he adds, “destructively” so) (181). The same qualifier
applies also to many of the other denizens of Mersin mentioned in the story, with their “pro-
pensity for intrigue and deception” (ibidem).

The “culturally variegated Levant” (198), however, is also a fascinating though pathetic
space. One of O’Neill’s informers reminisces about “a time when Mersin was a marvel [...] a
cosmopolis where you'd hear three words of French, four words of Turkish and three words of
Arabic” (O’Neill 2000, 54). Those were his grandfather’s times when “linguistic expertise [was]
highly esteemed” (38). Joseph, himself, spoke seven languages. The Levantines of his grandfa-
ther’s set felt they were still the real Mersin people, in spite of the fact that the Empire was a
thing of the past and the majority of Turks (mostly blow-ins), resented them and were buying
them up. They were held together, essentially, by having lived there for many generations and
having given “the dusty Turkish port of Mersin” its present importance populating it with “the
families of shipping-agents, cotton-traders, commercial landlords, shopkeepers, stallholders,
tradesmen, importers, exporters” (40). They were not fully integrated, spoke French or Arabic
rather than Turkish (in other parts of the country French and Greek) and considered “les Tur-
ques” as specimens of the other (256). A gulf “separated the culturally variegated Levant” from
“modern, uniform Turkey” (199). Those people did not know they were a dying generation as
they kept looking down on their hosts, the Turks, with a mixture of fear and contempt while
clinging to old ways of life and social intercourse — card-games at the club, social visiting, beach
parties, intermarriage. It is appropriate, therefore that the chapters describing Joseph Dakad
and the mystery of his incarceration should start with his funeral.

Nevertheless, Joseph Dakad, the expression of this dying world, is represented, on the basis
of his relatives’ recollections, as very much alive. He was chic, with his custom-made silk shirts;
a charmer and a womanizer (un coureur, as his widow, O’Neill’s beloved Mamie — Granny in
French — used to boast). Appearance was all-important to him and he enjoyed showing up his
pedigree dogs, his horse and his Pontiac, the first American luxury car in town. A photograph
of him on his prancing horse gave him “a chivalric air. Le chevalier Dakad: this was what the
ensemble was calculated to impress upon the world.” The irony, in the eyes of the grandson, was
that “to my knowledge there hadn’t been a local class of chevaliers to which Joseph might have
belonged since Crusader times” (40). The Mersin Levantines were, indeed, a petty bourgeois
élite, that thought very highly of itself and Joseph, a well to do and respected member of the
Levantine community, impersonated it at its best (or, perhaps, at its worst).

A far-sighted and forward-thinking businessman, he had turned the family residence into
the most sought-after hotel in town, the Toros, to which he kept adding amenities such as central
heating or the installation of the first elevator and the first swimming-pool in town. He had a
knack for business and became the co-owner of the first cinema in Mersin. It was, in fact, his

10 Levantines are the non-Muslim inhabitants of the Levant, an area itself of uncertain delimitations corre-
sponding roughly to the Eastern Mediterranean. They were “a nondescript group [...] the products of the long
period of interaction” between the Ottomans and other religious groups (Christians of various denominations and

Jews) (King 2015, 350).
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sense of business that led to his downfall but also that put into question his possible involve-
ment in espionage. “Intoxicated” by his business successes, Joseph Dakad had launched into
yet a new adventure. Having noticed that, due to an unusual freeze, there had been a dramatic
rise in the price of lemons, a chief export commodity of the area, in January 1942, he decided
to increase his gains as a citrus merchant by planning a trip to Jerusalem, then under British
control, to arrange for a shipment of 200 tons of Palestinian fruit. Having obtained a British visa
with much frustration and difficulty, and some bribing, he embarked on the trip. On the train
home, however, he was seized by the British at the Palestinian-Syrian border. What followed was,
according to the testimonial the grandson found in a storeroom of the hotel, a martyrdom that
left him a broken man with a weak heart which, in his wife’s opinion, lead to a premature death.

Turkey, a neutral nation that seemed to be leaning toward the Allies, was full of Germans
who moved about the country and especially in coastal cities like Mersin where they often stayed
at the Toros Hotel. Among the Toros visitors (many of them German) was also the notorious
German ambassador, Von Papen (the employer of the most famous of spies, Cicero), who was
warmly welcomed and made to feel at home by its owner. Dakad was enough a man-of-the-
world to feel he could navigate safely such a stream of events and draw a profit from them,
forgetting “the guiding political precept for Mersin Christians [that] i/ ne fallait pas se mouiller,
it wouldn't do to get wet” (316).

Although O’Neill could not find evidence of his grandfather’s being really involved in
spying, he strongly suspected that the latter might have been guilty of some shady actions or
imprudent informing, thus partly confirming the conclusions of 7he New York Times reviewer
of the memoir that “the fastidious hotelier and import-export dabbler [was] merely a man
out of his depth” (Harrison 2002, 16). His grandfather was a fearful man (a froussard, as his
family used to say) with “a profound aversion to trouble” and aware, like the other members
of “a minority with a history of disloyalty” (O’Neill 2000, 311), that survival in the young
national state of Turkey demanded at all times to display an impeccable citizenship. He always
insisted on his being a Turk, but the belief was not reciprocal as was proven by the events. He
probably “failed to appreciate the appearance of [his] actions in the eyes of men who saw the
world through nationalist eyes” (333).

These considerations, despite his grandfather’s known Germanophilia, convince O’Neill
that it was rather Dakad’s vanity that led to his downfall. His “central ambition” was to appear
as “a gentleman of importance [...] connected and knowledgeable [...]. He was mesmerized
by the idea of himself as a man at the centre of things, a man of accomplishments, a chevalier”
(316). This would have made him act imprudently, flaunting his relationships with important
foreigners including Germans, boasting about his successes and new ventures and complaining
about the obstacles authorities (both local and British) seemed to invent to thwart him. Whether
he was betrayed by his British friends from the club or Turkish authorities sold him down the
river, he “may easily have been the victim of Byzantine goings on” as the former British consul
in Mersin suggested to O’Neill who, fifty years after the events, was interviewing him about
the intelligence scene (175).

After meticulously studying historical documents and interviewing some of the people
concerned, O’Neill reached the conclusion that Dakad may, indeed, “have been innocent, but
innocent of what? It pained me to acknowledge it, but this was a question I would never be
able to answer with certainty” (318). Since the detailed account of his investigations did not
yield much, O’Neill chose to tell instead the story his grandfather’s pilgrimage from jail to
jail. Notwithstanding the same detective-like approach the grandson had brought to his two
grandfathers’ plights, the ascertainment of Jim’s responsibility in the murder of Admiral Somer-
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ville constitutes a suspenseful story, while in the case of the mystery surrounding his Syrian
grandfather’s imprisonment, the pathetic narration of his sufferings and especially an extended
social analysis of the peculiar Mersin world win out over the opportunity of writing a spy story.

What transpires most forcefully from the Turkish sections of Blood-Dark Track is the mixture
of nostalgia and sadness with which O’Neill evokes the climate reigning in the old Mersin of
his childhood — a spirit close to the Aiiziin Orhan Pamuk has made famous in his memories of
Istanbul''. Although the portrait of Joseph Dakad is not sympathetic and the Mersin society
is represented rather negatively, O’Neill can rightly say, “I felt no hostility towards these lost,
disconnected siblings” (181). He claims, indeed, a sense of fraternity, a nearness to this lost
world, which even embraces his not quite likable grandfather. His “complexly ambivalent her-
itage with respect to Turkish history and culture” (Payne 2016, 221) emerges in the conflict
between reason and heart - reason opening his eyes on the many shortcomings of the Turkish
national state and of its Levantine component, the heart making him evoke this world, and
even his reprehensible grandfather, with great tenderness.

6. Conclusion: Nationhood, nationalism and national identity

What prompted the writing of Blood-Dark Track, a book which is half way between biog-
raphy and history, were the historical events that took place in Ireland and Turkey in the first
half of the twentieth century and the way they originated the mysteries surrounding the heroes
of O’Neill’s personal mythology, his grandfathers. Writing the memoir, however, became finally
“a way to think about more things than simply my grandfathers” (O’Neill 2010).

The text is principally concerned with nationhood, nationalism and national identity
and the ethical questions raised by these concepts. As the book progresses, we may see how
the author reverses his initial high esteem for “nationalism’s uplifting tenets” (O’Neill 2000,
331) as impersonated by Jim O’Neill and comes to appreciate his own post-nationalism and
pluralistic identity.

The book illustrates a would-be competition between grandfathers as to who is going to win
his grandson’s esteem and love. Obviously, the competition lies in the latter’s shifting emotions.
In the narration, the Irish grandfather stands a better chance than his Syrian counterpart. Faced
with the question of what their nationality was, the elder and the younger Joseph would have
been equally at a loss in answering it while Jim O’Neill would have had no doubts. Since one is
easily fascinated by one’s opposite, Jim with his national faith becomes a foil to a person whose
“experience of place is not simply reducible to a notion of nationality based on natality” (Payne
2016, 222). Therefore, Jim enjoys a much more favourable representation.

The litmus test, however, is not only the two men’s sense of national identity but also the
actions that descend from it. As the Somerville affair is slowly unravelled, the sectarianism of
Irish nationalism shows its ugly face and tarnishes the brilliancy of Jim O’Neill’s image. Con-
versely, the absence of a national identity affects negatively the Syrian grandfather’s behaviour.
In order to be accepted by the Turkish nationalist majority as a real Turk, Joseph Dakad often
denies his own identity and cowers in order to be considered a Turk (as in the whole business
of his imprisonment) and, together with the rest of the Syrian community, turns a blind eye on
crimes such as the massacres of Kurds and Armenians, the fruit of Turkish nationalism which
they would not dare criticize, let alone oppose.

"' In Banu Helvacioglu’s definition, Pamuk’s Aiiziin is the “melancholic perception of Istanbul’s historical and
cultural status as a fallen city” (153).
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The topic of the massacres, like the story of the assassination of Admiral Somerville, recurs
in the memoir taking an increasing importance as the narration goes on. In the end the Turkish
events throw light on the Irish ones: “Evidently, just as centuries of hostile interrelationships
had done little or nothing to humanize Syrians and Armenians and Turks in each other’s eyes,
so it was with the Protestants and Catholics of West Cork” (O’Neill 2000, 331). Consequently,
both grandfathers appear as victims of nationalism, Jim because nationalism has made him
behave in a manner that is in contrast with his generous and loving personality: “[I]ncluded in
[his] birthright and estate [...] was a tutelary hatred that imprisoned him long before, and long
after, the Curragh” (O’Neill 2000, 333). On his side, Joseph is a victim because the national-
ism of the majority has obliged him to act hypocritically in order to be accepted. His less than
admirable behaviour is caused by the fact that he “relied on unreliable nationalist assurances
of [his] equal citizenship” (ibidem). The final analysis highlights the similarities as well as the
great differences in his grandfathers’ lives prompting “[a]n unsettling scenario of shadows,” that
of Jim, the nationalist, shooting Joseph who, like Somerville (to whom the following words
are devoted), “belonged to a rich and profoundly self-sufficient religious minority with a tra-
dition of looking on the national majority as an unfrequentable, undifferentiated and largely
negligible mass” (332).

The final soul-searching chapter shows Joseph O’Neill wording a sort of mea culpa for not
seeing that “nationalism simultaneously nurtured and concealed a capacity in ourselves for a
hatred as powerful as that which led to the oblivion of the Armenians” (331). The two heritages
merge in this recognition which leads the author to vindicate his post-nationalism as the most
viable solution. “We can no longer limit our sense of the world to our country or region or
culture,” asserts O’Neill (Payne 2016, 222).

Whatever Blood-Dark Track may be — history, biofiction, autobiographical writing, a text
of political ethics, an act of love or a condemnation — we may go with the author’s concluding
remarks. It is a warrant granting release:

I claim the privilege, as a grandson, to dwell on my grandfathers in a way of my choosing. I could
think of their lives as tragedies. [...]. I could linger on the continuing violence and hatred in Turkey
and Ireland, and link my grandfathers” shortcomings to the lethal infirmities in those countries” political
cultures. But I would rather release Jim and Joseph from such gloominess (O’Neill 2000, 338)

The release of the grandfathers from a gloomy vision and from the oblivion and condem-
nation that surrounded the most significant episode of their lives, corresponds with the author’s
own release from uneasiness regarding his “sense of chronic displacement” (Lee 2014) which in
the end appears as the right answer to the evils caused by nationalism and myopic attachment
to one land over another. In the end the memoir sounds like a vindication of internationalism
and post-nationalism that go hand in hand with love for the two countries of his heart, West
Cork and Mersin.
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The Joy of Writing after 20 years.
In conversation with Cénal Creedon

Conci Mazzullo

Universita di Catania (<concimazzullocm@gmail.com>)

Interviewing Cénal Creedon' has been a thrilling and
intriguing experience, but at the same time demanding. In fact
having known him since 2000 and having shared lots of events
connected with Passion Play* (1999) and the Second City Trilogy®

(2007), it was my intention not to infringe on his privacy.

!'This is the link to Cénal Creedon’s website illustrating his biography
and works, <http://conalcreedon.com/conal-creedon-biography-books-thea-
tre-tv-documentary-radio.pdf> (05/2020).

2“Passion Play is set on Good Friday. It is thematically styled and struc-
tured on the gospels of the New Testament. The novel works on various levels.
At its most fundamental, Passion Play tells the story of a 33 year old man, whose
various paths through life have led him to his current situation — alone, lonely,
isolated, living in a kip of a bed-sit, facing eviction. With only two hits of LSD
and a bottle of whiskey for comfort. His head becomes filled with the sounds
of footsteps on the ceiling and a cacophony of voices from another life. Caught
in the slipstream of the past, he takes off on a kaleidoscopic odyssey of Marx
Brothers’ proportions — where the insanity of life is reconciled with the taste
of freshly boiled pig’s head. In the end, Pluto realises that death is the gateway
to eternal life and “sometimes the need ta die is stronger than the will to live”.
Passion Play is inspired by two events that have become engrained in the Irish
psyche — the Passion of Jesus and the Easter Rising of 1916. Both of these
events occurred at Easter time and culminate in a blood sacrifice — followed
by redemption. The plight of our anti-hero, Pluto, reflects the Passion of Jesus
and his ultimate ascension into heaven. The recurring theme of Easter 1916
and vignettes from the gospels weave seamlessly in and out of the gritty magic
realism of the narrative. Ultimately, Pluto’s blood sacrifice leads him to a most
beautiful redemption”, see Cénal Creedon’s website (05/2020).

3“Second City Trilogy was commissioned by the European Capital of Culture
2005. The trilogy is comprised of three short plays: 7he Cure, When I Was God,
After Luke, and is structured in such a way that a cast of three actors can perform the
trilogy in repertory. It is conceived as a tragicomic exploration of various father-son
relationships, set against the social, historical, and topographical background of Cork
City. The Second City Trilogy was first performed on 27 June 2005 at the Halfmoon
Theatre, Cork Opera House. Due to public demand, the initial proposed production
run of two weeks was extended to 6 months — eventually transferring to the main
stage of the Cork Opera House. In 2007, the text of Second City Trilogywas published
by Irishtown Press to celebrate the acquisition by the Crawford Gallery of a portrait
of Cénal Creedon by artist Eileen Healy. The portrait features on the cover of the
book”, see Cénal Creedon’s website (05/2020).
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From initial reserve, where it felt I was talking more to the writer than to a friend, our
dialogue has developed into freer space and spontaneity. It all started after I went to Cork last
Easter and I listened to Cénal’s reading of Begotten not Made* (2018), which sharpened my
curiosity to learn about what had led him to write it 20 years after Passion Play. In the meantime
I had been pestering him about writing his next novel. So, after the publication of Begotten not
Made, we finally got to the interview.

I had planned to meet Cénal at Easter, but Covid-19 made it impossible. We opted to
engage online over a protracted period of time to carry out our project. And suspended time,
I would say, expanded time into a relentless pursuit.

Figure 1 — Cénal’s portrait. Courtesy of John Minihan

**“Begotten Not Made, with illustrations by the author, is a fairy tale for the 21st century, where the mystery
of blind faith is explored and the magic of belief is restored. Brother Scully met Sister Claire only once. It was
back in 1970 — the night Dana won the Eurovision Song Contest. Every single morning since their first and only
encounter, with a flicker of a light bulb, Sr. Claire has sent a coded message of love to Br. Scully. This Christmas
Eve morn, for the first time in almost fifty years, no light shines out from Sr. Claire’s bedroom window. And so
begins this magical tale of a very real, yet unrealised love” (“Dublin Literary Award”, 2020). Begotten Not Made was
awarded the “Eric Hoffer Award USA”, 2020 for Commercial Literary Fiction, and the “Bronze Award for Indie
Next Generation Book Award USA”, 2020. It was one of five finalists of “The Most thought provoking Book of
Year Montaigne Book Awards USA”, 2020 and nominated for the “2020 Dublin International Book Award”. It
has been cited as “Book Of The Year 2020 in the frish Examiner, and “Selection of Top Books of The Year 2019”
by Theo Dorgan on “Liveline”, RTE.
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CM: As you have published Begotten Not Made 1 thought that I would like to interview you
about the novel in this period of lockdown.

CC: I'd be absolutely delighted, this is such a confusing time. Hopefully we'll all come
out the far side intact.

CM: Yes welll get through this dystopian story we are living in.

CC: We're telepathic. This very moment I wrote the word “dystopian”. Isn't that bizarre?
I've been invited by the Shanghai Writers’ Association to include a piece in their next publica-
tion, and I was just making a list of words that might work well together, and this very minute
I scribbled “dystopian”. I would hazard a guess it is a word I have never actually typed before
and it probably won't make it into the piece 'm writing — but it’s an interesting coincidence.

CM: Lets begin by asking you where you get your inspiration. I would be interested to hear
about what inspires you and who inspires you?

CC: I've always been drawn to culture with a small “c” rather than culture with a capital
“C”. I am fascinated by people I meet. I am intrigued by life as I encounter it. Certainly, at
this stage in my life, I could name-check every inspirational writer, artist and musician, from
the classics to the cutting-edge avant-garde, but that would be superimposing a retrospective
inspiration.

It would be misleading to attribute the inspiration of my youth to the inspiration I found
through my later-life’s experience. I have always been inspired by real people in real-life situa-
tions rather than literary interpretations or artistic impressions of real life.

CM: Your work seems to focus on Cork City, Ireland, and more specifically on the streets in
which you grew up. Could you share with me some aspects of your childhood?

CC: I grew up into what I describe as a “Spaghetti Bowl of Streets” on the Northside of
Cork City. My family has lived on this street for generations, well over a hundred years, back
to the time of great-aunt Julia.

We had a shop, a very small shop, the front room of a regular street house had been
converted into a shop maybe a hundred and fifty years ago. We weren't wealthy, but we had
financial stability of sorts, at a time when many others had nothing.

I grew up surrounded by a big family - 12 children, my parents, 2 aunts lived with us and
many others who happened to visit and stay. Seldom a night went by without as many as 20
hearts beating under our roof. Our kitchen was like a cross between a 24-hour canteen and a
railway station; there seemed to be people coming and going, and food on the go morning,
noon and night. My mother used to say “It’s like Piccadilly Circus”. At the time I didn’t know
that Piccadilly Circus was a massive busy intersection in the centre of London. I assumed, she
was talking about a circus with clowns, performing animals and acrobats, and that sort of made
sense, because there was a circus atmosphere in our house. It was a circus without a Ringmaster,
nobody seemed to be in charge.

I was blessed to have eight older sisters and ten aunts. My mother once said that I was five
years of age before my feet touched the ground. She was referring to me being held in arms
and passed from one sister to another. I believe my personality has been profoundly shaped by
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this massive female influence. I sometimes wonder if the gender imbalance of my childhood
had been the other way around? I sometimes wonder, how I would have turned out had I been
born into a family with eight older brothers and ten uncles. I'd have probably ended up in
politics or prison or both.

My mother had 10 sisters, and my father’s brother had 14 children. This meant that there
was always a sense of extended family, always a sense of occasion in the house regardless of how
small the occasion. Every week brought its own occasion: a birthday, a first holy communion,
a confirmation, a first girlfriend, a first boyfriend, a first day at school, a first tooth, a first job,
a first haircut, a marriage, a birth or a death.

CM: Clearly the street on which you grew up had a very big influence and impact on you, Id
like to know more about your life growing up?

CC: Well, I still live on the very same street my family lived and traded on for over a
hundred years.

It has always been a working class area. As a child, aspects of the nineteenth century
continued to cast a shadow down our street. Our neighbourhood still had traces of those large
multi-occupier houses, where the tenants shared communal outdoor toilets. Neighbours social-
ised on the street, and on summer evenings some would gather around the yellow fluorescent
glow of our shop window.

Our neighbourhood was a melting pot of old Cork and those newly arrived to the city. Our
shop counter was a meeting place. It was pre-internet, pre-computer, most households didn’t have
a telephone, and those lucky enough to have television were limited to a single channel, broadcast
in black and white a few hours a day. More often than not youd find yourself staring at a notice
on the screen: “Is Dona linn An Briseadh Seo”, which means “We Apologise For The Breakdown”.

And late at night, when The Hilton Night Club across the street closed their doors, the
musicians from the showbands would gather at our shop counter for a slice of Chester cake
and a bottle of milk, elbow to elbow with off-duty cops, villains and vagabonds, before the
long road home to Mullingar or wherever they came from.

CM: It is true to say your work is inspired by growing up in this area.

CC: I guess it’s true to say that my Gods have always been local. My heroes ate Chester
cakes and supped pints of milk at our shop counter. I am inspired by newspaper and fruit-sellers,
shopkeepers, hawkers, shawlies, pigeon fanciers, dog-walkers, republicans, Christian Brothers,
villains, vagabonds, heroes, activists, revolutionaries, revisionists, peacekeepers, troublemak-
ers, lawbreakers, lawmakers, prostitutes, nuns, priests, saints and sinners, junkies, alcoholics,
vegetarians and vegans.

This is not leafy suburbia. This is where the urban poor collide full on with the merchant
princes. The people on both sides of that divide are my neighbours and neighbours become
like extended family. This is home and there’s no place like it.

CM: And this colourful childhood inspired you to write?

CC: Ah well, it’s not as if specific experiences from my childhood inspired my writing.
It’s not as if there is a bubble of childhood stories that I dip into for inspiration. It is far more
complex than that. It was a headspace, a state of mind, a set of values.
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Our shop counter was a focal point for the neighbourhood. My life, my experience, my
expression has been informed by the oral tradition of story and song of my childhood, and if
that qualifies as inspiration well, I guess that’s where I got my inspiration.

The unfolding life and drama often drifted from the street into our shop and wound its
way around our counter right into the little kitchen behind. The neighbours gathered there to
entertain and be entertained.

It would be nothing out of the ordinary for a song to break out in our shop — then total
silence, as all those seated on coal bags and leaning on counters listened intently, hanging on
every word to some unfolding epic saga about, the day a swan from the river waddled into
number 8 down the street just as the cat was having kittens, or how The Scarlet Pimpernel
up the street planted the bomb in Coventry and later escaped the hangman and climbed the
prison wall not once but twice ...

CM: And has your neighbourhood changed much over the years?

CC: My neighborhood has changed totally and my neighbourhood has not changed at
all. Tt is a living entity. Like nature itself, it is never-ending and always changing. As sure as all
the small shops on our street, including our family shop, closed in the late 1990s, they are now
re-opened and trading. The new shopkeepers on our street are Indian, Pakistani, Bangladeshis,
Brazilian, Chinese, Russian and Eastern European, so nothing has changed. The only change
is that these days I can get a better selection of vegetables and spices.

I embrace change. And like my father and his father and his great-aunt Aunt Julia before
him, I continue to engage with the people on my street.

CM: And what about your teenage years?

CC: When Punk Rock erupted it presented the perfect catalyst for the chemical reaction
of youth, mind and energy. Ever since then, I've always been drawn to the true originals: such
as John Lydon, Poly Styrene, Ian Dury, John Cooper Clarke and without doubt, Cork’s own:
Finbarr Donnelly.

The local music scene was bristling with energy, attitude and originality. I was definitely
incredibly inspired to see schoolmates exuding originality and doing their own thing on stage
down the Arcadia Ballroom, a big old hulking dancehall where punk bands gathered in the
late 1970s. The message I received was loud and clear: whatever I wanted to achieve in life, I
would have to do it for myself.

The last job I've had, when I say “job” I mean full-time employment with a wage packet
at the end of the week, was with Cork Gas Company back in the early 1980s. Since then, I've
been doing it for myself. I just followed the dream — sometimes the dream can be an absolute
nightmare. This notion of doing it for myself was reinforced by the endless recession of the
1980s: all opportunity just ceased to exist. And without opportunity, you just got to make it up
yourself as you go along. I've been more or less making it up as I go along ever since. I wouldn't
recommend it as a career path, but it beats working for a living (Sarcastically).

My play, 7he Cure, deals with an individual who was so beaten down during the recession
of the 80s and was not mentally or educationally competent to capitalise on the opportunities
of our Celtic Tiger economy of the '90s. My play, After Luke, also deals with the same topic,
that sense of internal culture clash, internal inertia. I guess Pluto in my novel Passion Play had
similar symptoms. He was from the generation of lost opportunity.
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CM: So you have always lived on your street?

CC: By the early ’80s, Cork was sinking fast and vanishing down the plughole into the
deepest recession. Everyone was leaving for places like Boston, New York, London, Berlin. I
went to Canada, at one point seven of my siblings were in North America, in Canada and
USA. I stayed there for maybe four or five years. I think those years were so very important.

First of all, it broke that link with the street at that very pivotal age, in my late teens, when
I could have gone down a road that might have brought my life’s journey to a very different
place. Secondly, being in Canada at such a young age, gave me a powerful perspective of my
own place. I believe a writer needs to be slightly removed and my time abroad gave me that dis-
tance. It offered me an insight into my own life, an attention to detail of my own sense of place.

My place is a place that accommodates everyone from hoteliers to homeless. That’s my
street. It is a very magical place, maybe not to everyone’s taste, but I love it and I live it.

In a way, I find the past a very boring place compared to what is going on in the present.
You might enjoy this short piece about my sense of place. It was recorded by RTE television
(Creedon 2014). There’s also a radio interview, extensively about my play, 7be Cure, but it does
give an insight to my street (Creedon 2013).

CM: Did you begin writing when you returned to Cork from Canada?

CC: No. Not at all. When I came home I opened a Launderette right next door to my
family home. But I began writing while in the Launderette. I began writing a radio drama series
Under The Goldie Fish, and my short stories started to gain a bit of recognition: the George
A Birmingham Award, Francis McManus Awards, P] O’Connor Awards, BBC One Voice
Monologue Award.

Back in the 1980s/1990s, people/artists/friends from the flats and bedsits would drop in
to my Launderette for the company and truthfully, for the warmth during the winter months.

I was certainly influenced by the artists and art students hanging out in my Launderette. There
was no employment in Ireland in the 1980s so, it was a great time for self-expression. Even though
working in the Launderette was humdrum, by the early "90s it was a place where a lot of young
people hung out. We'd often re-group back in the Launderette after the pubs. I had a cassette player
there. Had some fairly raucous, late night “poetry readings”. Must be one of the few launderettes in
the world that was raided/visited by the police to break up a rowdy poetry reading. It would be nice
to say we talked about art, but in truth I was in my late 20’s and it was a rolling party: art exhibitions
and book launches and poetry readings were just the kick-off to a good party.

Unemployment was so high in Cork that for the want of something to do, everyone
seemed to be a musician or an artist. Art was at the centre of everything. And the realisation
that self-expression could be considered as work was a huge eye-opener for me.

Like my parents before me, my house became an open house. I would say there are probably
close to 20 artists, stall owners and shopkeepers around the town who lived in my house at one time
or another between the years 1988 to 1999. My house was very much a come and stay, sort of place.

The living conditions weren't great; electric cables running all over the house and no
proper heating, water taps not working, rattling windows etc., but that’s the sort of house it
was. It was a big downtown, rattling, leaky old house. Back then the bed-sits were often in a
worse condition — Pluto in Passion Play lived in a bed-sit house. Comparatively, my place was
comfortable I had space and there was always a party. In a way, people staying in my place was
just a continuation of the way things were during my parents’ time.
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Even to this present day my house is still very much an open house. Located downtown,
it’s the sort of house where people drop in to chat, some stay. Some evenings I cook for guests,
even though I may not have invited anyone, people just seem to turn up.

Figure 2 — The Launderette. Courtesy of Cénal Creedon

CM: Getting back to your inspiration, clearly your narrative is inspired by the streets on which
you live, but how about the influence of other artists?

CC: With regard to other writers and artists? Well, 'm totally impressed by human endeavour
and am very lucky to have met so many of my heroes and found them to be just as impressive in
real life. When it boils down to it, 'm impressed by people and how they interact with people.

Truthfully, 'm inspired by the private person more than the public aspect of their work.
So, in the context of art and literature, I'm inspired by the artist not the art. Many of the artists
who really inspired me you may have not heard of, people such as Ciardn Langford, Kevin
Holland, Eilis Ni Fhaoldin, Alice Maher, Finbar Donnelly, Ben Reilly, Dimitri Broe, Paddy
Galvin, Desmond O’Grady, Theo Dorgan, Maud Cotter, James Scanlon, Sean McCarthy, John
Spillane, Martin Wedge, Martin Finnin, Irene Murphy, Mick O’Shea and so many others.

You most probably will not have heard of these people. Some have gone on to achieve
national and international acclaim at this point, others are still in their studios just producing
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great art for art’s sake. But they were extremely active in the art scene in Cork in the late ’80s
early ’90s. A group of maybe 20 or more artists moved into a big old semi-derelict warehouse
at the end of my street, they called themselves “The Backwater Artists”. Their arrival into my
neighbourhood became a massive turning point in my life.

That generation of artists opened my eyes to the fact that self-expression could be a way
of life. I'm ever grateful that I was inspired by those artists to follow my dream and close my
launderette. The Backwater Artists’ Group have gone from strength to strength and are now
located in a new state of the art facility of workshops, galleries, print facilities over on the
Southside. And though I'm not a visual artist, I still consider myself as one of the Backwater
Artists and thankfully, they still invite me along to openings and parties. Life can sometimes
deal a funny hand of cards, well the day the Backwater Artists’ Group moved into my street it
was like getting four aces and a joker up my sleeve.

But for the most part the people who inspired me and my work don’t work in the arts
at all. In order of importance I would list Fiona, my parents, my uncle Jack and auntie Kit,
after that it spreads out into my siblings, extended family, friends and neighbours and that has
remained fairly intact over the decades.

CM: Well, as you said I don’t know those artists. I know that Patrick Galvin wrote poetry?

CC: Ah well in fairness, I wouldn’t expect you to know the people who inspired me,
inspiration is a very personal experience. At very pivotal points in my life, I have been blessed
that there were always certain individuals standing in the wings offering encouragement and
lifting my spirits. Paddy Galvin would have been one of those people.

CM: When did you meet Patrick Galvin?

CC: I think it’s true to say that people loved Paddy Galvin. And I'm privileged to be able
to say we were great friends. It seems like Paddy has always been connected to my adult life,
so I really have no idea how we met.

He was a very sweet and kind man. Obviously, there was a generation of age between us,
but we enjoyed each other’s company.

I am not specifically inspired by artists or writers or their work. I am inspired by people.
Our friendship was not based on his writing or my writing, we were just good friends, nothing
academic about it, just friendship for friendship’s sake. We had a lot in common. As you may
know, Paddy grew up on Margaret Street in the South inner city, which is almost identical to
my neighbourhood on the North inner city. Neither of us had attended UCC but both of us
were appointed writer-in-residence at UCC, incidentally both of us were writer-in-residence in
Cork Prison also. We ploughed a similar furrow we both found our inspiration in the streets, we
both were multi-disciplinary, we both wrote novels, stage plays, poetry, film scripts, radio plays,
he composed and recorded songs and of late I too have drifted into working with musicians
such as Claire Sands and John Spillane (Sands 2019; Spillane, Creedon 2020).

I often performed with Paddy and we conducted workshops for visiting groups. He was
a very humble man and such great company.

I remember, I think it was Christmas 1996, Paddy asked me to meet him. And eventually,
he took two sheets of paper out of his little bag. He had handwritten two versions of “The
Mad Woman Of Cork”. One was presented on the page like a standard poem, the other had
the stanzas scattered all over the page. He asked me which one I though was best? I said, in my
opinion the one that’s all over the place was the nicest. And with that, he tore up the version
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that was like a standard poem and handed me the copy that was all over the page. “There, that’s
for you for Christmas”, he said.

Seemingly, I had mentioned to him that I liked that poem. Although, I think my favourite
poem by Paddy is “Plaisir d’amour”. A very kind man, and we had a lot of fun together.

I was also very fond of his wife Mary Johnson and their daughter Grainne and son
Macdara. Mary and Paddy were regular visitors to my house, and I to theirs. So, I have many
happy memories in their company. They became friendly with my family, and were regular
visitors to my cousin, Joe Creedon, in Inchigeela creating, once again, that all-important sense
of extended family.

When he gotill, I used to visit him at home and even though he wasnt able to communicate
because he was recovering from a stroke, I used to hang out with him. We might watch a match
on the telly. Sometimes I'd read to him, other times I'd play a recording of my radio plays, or
TV documentaries. To be honest, 'm not sure how much he comprehended, but Mary used
to say my visits brightened him up, and that was a good enough reason for me to visit him. I
loved them both. Mary was also an incredible woman. If ever there was a statue to be erected in
this town I would suggest it be dedicated to Mary Johnson. A tireless, worker for the arts and
artists. She fought our corner, endlessly in the wars, she achieved so much on behalf of others.

Of course, there was the added connection of the Spanish Civil War. For some reason,
Paddy and Mary had a big interest in the Spanish Civil War, and my father’s cousin, Mick
Riordan, was one of the last surviving members of the Connolly Column who went to fight
the fascists in Spain. As you probably know, the Spanish Civil War manifested itself like a Civil
War in Ireland, where the Irish Blue Shirts supported by the Catholic Church, went to fight
for Franco, while the International Brigade fought against Franco. My father’s cousin, Mick
Riordan, had been in the IRA and went on to set up the Communist Party in Ireland. He was
ultimately excommunicated by the Catholic Church — which would have made life extremely
difhicult for him and his family back in the days of Holy Catholic Ireland — when the Catholic
Church ruled the roost.

But in later life, after Mick Riordan was re-accepted back into Irish life, there were a
number of celebrations and of course Paddy and Mary would always come along and play a
very active part.

Actually Conci, I introduced you to Mick Riordan, that day you, Piera and I went to
Dublin. Mick used to run the Communist book shop in Temple Bar, Connolly Books. I think
you may have bought books there, perhaps a copy of his book 7he Connolly Column, or maybe
it was out of print at the time?

(And here Conal Creedon shares a link to a song [Moore 2011], “Viva la V Brigada” by Christy
Moore — inspired by, Michael Riordan).

Christy Moore wrote this song. He says he was inspired to write “Viva la V Brigada®
following a meeting with Mick Riordan. Before Mick died Christy Moore came along to sing
it at his bedside.

CM.: Its interesting that your cousin was excommunicated by the Catholic Church. You seem to
write a lot about religion, particularly in Begotten Not Made. Were your parents very religious people?

CC: No we wouldn't have been a particularly religious family. Culturally we were Catholic.
And back then Ireland was extremely Catholic, but as a family we only engaged with religion as
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an extension of our culture and our history, rather than any sense of blind religious devotion.
So, like everyone else we took the Catholic sacraments: Baptism, Holy Communion, Confes-
sion, Confirmation, Marriage ...

I don’t have a memory of our family going to Mass as a family unit, even at Christmas or
other church holidays. So, no, we weren’t what one would describe as a devout family. Having
said that, because we grew up in a small shop, our shop counter would have been a social hub
in our neighbourhood, our front door was always open. Clerics and priests and nuns were
regular visitors to our house, but their visits were social not religious. The bishop of Cork has
been a lifelong regular visitor ever since he was a student in the seminary in the late 1950’.
He came from Inchigeela, the same village as my father, so he became like extended family.
Though retired now, he is 80, he is still considered extended family.

Begotten Not Made is about a seismic shift that happened in Ireland sometime around
the end of the 1970s. Dana winning the Eurovision identifies the moment when everything
changed, and Ireland ceased being insular. Ireland was ready to step forward and join Europe
as an equal. Meanwhile, Brother Scully viewing the rising sun at the “Changing of the Guard”,
identifies the time when the old guard of the Catholic Church became redundant as keepers
of Irish morality.

If one looks at the numbers of new vocations to the Catholic Church, right up to the late
’60s young people were still flocking to join religious orders. Brother Scully was one of that
last generation. But then by 1970 it stopped. It stopped suddenly like a tap being turned off.

The heartbreak of the two unrequited love stories is made all the more palpable because
the main characters are oblivious to the massive vortex of change coming down the tracks.
Deputy Head Brother Lynch seems to be the least compassionate character and yet he seems
to be the only one who is aware of the impending disaster of change.

Begotten Not Made is set against the last generational wave of young Irish people who
flocked to join religious orders, and then suddenly were left high and dry by an Irish culture
that had moved on. I have visited our local monastery and there are no young Brothers there at
all, just a handful of very elderly Brothers, like dinosaurs — the last of a species near extinction.
When I was a kid that monastery was like a beehive, full of fit, sporting young men who held
huge influence in this city. I often think those elderly clerics must feel short changed by the
way current Irish culture has forgotten them, life in Ireland has changed so dramatically around
them. That really is what the book is about. It’s about how our “belief” — not just religious
belief, but our cultural belief, changed dramatically at that moment in time.

I consciously stayed away from the many scandals that have rocked the Church: sex abuse,
mother and baby homes, etc., that would have been another book. This novel is very much the
story of the view of the world from inside the head of one man. A young man who realises he
is devoting his life to a great lie, but due to the entrenched cultural morality of the time, he
is unable to do anything about it. The tragedy is, when the cracks became apparent, he finds
himself trapped on the wrong side of a shift in culture.

CM: Your previous novel Passion Play was published twenty years ago in 1999. When did
you first think of Begotten Not Made? While you were assembling Passion Play? Or just after it?

CC: I think I may have first told you about Begotten Not Made back in early 2000s. Basi-
cally, Passion Play is set on Good Friday with many biblical references and a strong Jesus theme
running through it. Then I wrote the play 7he Prodigal Man, commissioned by RTE Radio
2001, which was a re-working of the Prodigal Son parable, that brought me back to the Bible
and Christian thinking again. I had written two other stage plays, When I Was God (1999),
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followed by 7he Trial of Jesus (2000) which was a reenactment of the crucifixion of Jesus played
out on the streets of Cork on Good Friday 2000, two thousand years since Jesus” death, and it
was part of the Irish National Millennium celebrations.

I plunged deep into biblical research for the 7he Trial of Jesus, and 1 think it may have
occurred to me at that time that there was a strong case to be made for King Herod being
Jesus’ father. In 2001 I had a column in the Irish Times — “Video Paradiso” — writing about
my fictionalised life that centred around watching a film every week. Well, that Easter I wrote
about the biblical film, 7he Greatest Story Ever Told (1965), and in the column I put out the
theory of Herod being Jesus’ father. It just so happened, that the /rish Times decided to defer
my column for a week, by which time Easter had passed and that particular seasonal film had
lost its currency, so I wrote a different piece for the following week.

I had begun working on the novel Glory Be 1o The Father. It had fatherhood as a main
theme, so I decided I'd weave the theory about Herod being Jesus’ father into the novel. I had
great plans to finish that novel that year, but then as often happens, the writing took me in a
different direction, and I started writing stage plays and radio drama. I think Glory Be 1o The
Father will be my next book ... we'll see...

CM: What did you write next?

CC: I had written a mountain of radio plays throughout the ’90s maybe forty hours of
radio drama, so I continued writing radio plays in the early 2000s — 7his Old Man, The Battle of
Kinsale 1601, Guests of The Nation, The Tailor and Ansty — for RTE and No. 1, Devonshire Street
was commissioned by BBC Radio4 and BBC World Service. I then wrote five stage plays between
2000 and 2005: T7ial of Jesus, Glory Be To The Father, The Cure, When I Was God, After Luke.

Between 2005 and 2009 I made five film documentaries, all inspired by life in my own
neighbourhood. I guess you could say, the documentaries are an extension of my writing.

Then between 2009 and 2015 I began touring my stage plays abroad, I toured three of my
plays and conducted maybe four subsequent reading tours to China. I have had six productions
of my plays in New York, picking up awards for Best Actor, Best Director and Nominated for
Best Playwright at the “New York Theatre Awards”. I also had a few productions at home in
Ireland. In the meantime, I was commissioned to write 7he Immortal Deed of Michael O’Leary,
published in November 2015 to coincide with the centenary of World War I. In the context of
everything I've produced or written - 7he Immortal Deed of Michael O’Leary is by far the most
personal and detailed self-exploration. I had been researching the story of Michael O’Leary,
a man from my father’s home village, Inchigeela since I was a teenager. A man who has been
totally lost to history due to an unfortunate twist of fate. It’s a fascinating story.

Meanwhile, all the time since 1999, I have been writing my current book in progress,
Glory Be 1o The Father which included Begotten Not Made as a sub-strand narrative. Along the
way I busied myself doing other bits and pieces, writing radio plays, reading tours and taking
on roles such as Writer-in-Residence at UCC. That brings me exactly to where I am right now:
just about to pull together and finish my next novel, Glory Be To the Father.

CM: Can you tell me about your fascinating experience as Writer-in-Residence at UCC?
CC: My appointment as Writer-in-Residence at UCC came just at a right time. The previ-

ous 10 years had been extremely busy. In 2005 my Second City Trilogy of plays premiered and I
subsequently set up Irishtown Press Ltd with a view to touring and publishing the scripts. Then
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between 2005 and 2010, I started making my film documentaries, basically one every year for
five years, which is a fairly hectic schedule. My production company, Irishtown Productions
Ltd, then started touring my plays. I have been in China on 5 or 6 occasions and had maybe
6 productions in New York and two productions in Ireland. That decade was extremely fullon,
I was fortunate to have been invited to present a number of reading tours in Europe, the USA
and China. It was such great fun. Great fun.

So in 2016, when I was appointed Writer-in-Residence at UCC, the notion of receiving a
regular stipend was very appealing. I decided I would take the year off to engage with the job,
the process and the interaction. Initially, I was concerned that I might not rise to the challenge,
as | had not attended UCC. I had very seldom ventured inside the gates of UCC. Interestingly
enough, as someone who prides myself in being very engaged with the city, UCC was a strand
of Cork life I knew nothing about.

But from the first day I arrived into UCC, I knew I had landed on my feet. I had an abso-
lute ball. It was so enjoyable. Every aspect of my time there was just brilliant. I had forgotten
the luxury and the privilege of having work colleagues. My role was twofold. Firstly, I was to
set up and teach a module for MA students, and secondly, I was to engage with the student
body in general.

My first week in UCC, I put the word out that I'd like to address all the students, and so
the various profs and tutors invited me along. I introduced myself and let the students know
that I would like to be involved in a workshop, and so it began. It was just so much fun. From
day one, I insisted that we were all writers, I wasn't a teacher, truthfully, I had more learning
to do than the students. Our room was an open forum at all times, and we talked a lot about
everything and anything and nothing at all, most of all we laughed a lot. It was magical, my
God, I learned so much. I guess I just wanted to soak up the whole essence of Campus life, so
I engaged with students from the various societies and departments across campus, German,
Italian, History, Music, Theatre, Digital Humanities etc. I had an absolute ball.

You'll laugh, but true to form, I regularly brought my students for walks around the town
instead of classroom work, it was great just to wander around, everyone throwing in their
two-ha'pence worth, talking about details of architecture, street features, shopkeepers, history,
geography, myths, stories, folklore and a whole host of characters we'd meet on our travels
round the town. I guess my primary input was to convince them to put away their phones,
and leave Professor Google up in UCC. It was all about hazarding a guess. The answer was
never that important and certainly the correct answer wasn't that important, the magic was to
be found in the conversation, the human engagement, the quest of seeking the answer. My line
was: “I'd rather have a conversation with someone who had a question mark, rather than an
exclamation mark in their speech bubble”. They were an extremely bright and engaged group,
and I was so encouraged at the end of that year, content in the realisation that our future is in
very safe hands. A number of that particular group of students are now graduated and have
gone on to become writers. A few of them have picked up awards, such a brilliant endorsement
of what we were at. I also managed to publish an anthology with my students, Cornerstone. It
was really a very special time for me. And that time with the students kicked off a need in me
to write prose again. And so it was during my time as Writer-in-Residence that I finally began
putting Begotten Not Made together.

Even though that was 4 years ago, 'm still in contact with the students, staff and faculty,
and I am delighted that I'm still invited to the Christmas gathering. I think the English De-
partment were happy with my time as Writer-in-Residence, and I was so honoured when they
invited me to maintain contact with the department by appointing me as Adjunct Professor
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of Creative Writing. My year at UCC was so memorable. I made great friends among the de-
partment, the staff and the students. I really don’t have an ambition to be a teacher, it is a huge
responsibility, and I don’t think I'd ever be able to take on such a serious responsibility over a
protracted period of time. I guess it’s like the difference between being a parent or a fun uncle/
aunt. I'm happiest to be in the wings, and if every now and again I can help with a little levity
and encouragement that is perfect. Every now and then, once or twice a term, the English
Department invites me to present a talk to the students, and now and again students working
on a specific project call to my house, and that’s perfect.

CM: So your time in UCC as Writer-in-Residence gave you the time to finally finish Begotten Not Made.

CC: Yes, I was given time by the very fact that I had a regular income. But most of all I
was given the inspiration and the encouragement by the students. It was a highly charged and
creative environment.

CM: Where did you get the idea of Jesus son of Herod?

CC: The theory of Herod being the father of Jesus seems very credible if not blatantly
obvious from the four Gospels of the New Testament as they are presented to us by the four
evangelists. It’s all in the interpretation. Despite the constant recurring mantra that Jesus is the
Son of God/Son of Man, the Herod narrative seems fairly clear. Begotten Not Made totally de-
mystifies any ambiguity and makes a very strong case for the notion that Herod was Jesus’ father.

That aside, there are many theories regarding the paternity of Jesus, the most popular ob-
viously attaches him to a deity or a God, while other theories are more secular, including the
Roman soldier Tiberius Julius Abdela Panthera’, who was supposed to have had an affair with
Mary, as the Greek Philosopher Celsus reports, and of course the finger of suspicion always
points to Joseph himself as the father. Obviously, I have my own theories regarding the paternity
of Jesus, but the detail of who the father was or wasn’t is unimportant. What matters is that
a young Christian Brother became so consumed by his faith, that his obsession with “belief”
effectively destroyed his vocation and ultimately his life.

CM: But is Begotten Not Made a story centred on faith and hypocrisy in monasteries and
convents in Cork?

CC: Monastic life in this novel is simply presented as another aspect of life. Life and
relationships within a monastic setting is no more than any other slice of life, with its internal
jealousy, greed, power struggles, ambitions, loves and heartbreaks. The Christian belief is just
the backdrop from which a religious community operates. I guess the real thesis of Begotten
Not Made is: if we scratch the surface of any fundamental belief system of any community,
religious or secular organisation, then we may find that the very basic cornerstone belief is
not as solid as it appears to be. Maybe the survival of such a community depends on the core

5 ¢

In the IT century, Celsus a Greek philosopher declared that Jesus’ father was Panthera a Roman soldier. But
Origen who considered he was referring a fake story replied: “Let us return, however, to the words put into the mouth
of the Jew, where “the mother of Jesus’ is described as having been “turned out by the carpenter who was betrothed
to her, as she had been convicted of adultery and had a child by a certain soldier named Panthera” (Origen 1980, 3).
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belief remaining intact, unchallenged, entrenched and in the realm of the unproven. Belief
only works if people can be convinced that such a belief is a special magical mystery of life and
remains beyond question.

CM: How did you develop the idea of belief throughout the novel?

CC: Attempting to reveal the true fundamentals of any organisation or social communal
gathering can reveal more complicating questions than definitive answers. In short, the whole
book is about belief — the “grand” Herod story is more or less a smoke screen from which I
present and explore a plethora of other “belief stories” within the narrative. A measure of good
fiction is the ability to stretch the limits of plausibility to the limits of credibility. The core of
this novel is effectively about two extremely unlikely unrequited love stories that develop within
enclosed religious settings — the lifelong love affairs between Brother Scully and Sister Claire —
and the apparent love that is shared by Sister Francesca and Mossie the Gardener.

By including a number of incredible stories in the narrative it makes the surreal love stories
at the core more acceptable. By questioning the fundamental belief of Christianity, Jesus the
son of God in heaven, born of a virgin, crucified and raised from the dead, this in some way,
makes all the other fairy tales in the narrative, heroic pigeons, flashing lights, saintly apparitions,
miraculous cures etc., seem more plausible.

In the context of Begotten Not Made, by holding the big belief — the paternity of Jesus — up
to scrutiny it allowed me to tell what I believe to be the real story of the book, a very magical
fairy tale of two unrequited love stories of four individuals trapped in religious life. Two love
stories trapped by belief. I am aware of many clerics, male and female, who lived this life of
self-denial because of their commitment to a religious belief and a vocation to what ostensibly
could be described as the greatest fairy tale ever told. So, the Herod story is really not that im-
portant as a narrative, it is a strong hook. It is a hook that has attracted interest among readers.

CM: Beyond the “belief stories” explored in the narrative, did you wish to highlight the process

of secularization in monasteries and convents in Cork?

CC: Yes. But not so much to highlight it, I am more interested in identifying this huge
cultural shift that happened in my lifetime. The last time you were in Cork we went to the
Nano Nagle Centre, housed in the renovated eighteenth-century South Presentation Convent.
Well, Nano Nagle is currently in the process of being conferred to sainthood, meanwhile the
convent she set up is in the process of being secularized. This is basically the backbone of one
of the primary narratives in Begotten Not Made, the beatification of Sister Francesca of the Birds
at a time when St. Joseph’s convent is in decline.

When I was writing Begotten Not Made back in 1999, I could not have envisioned such
a thing would really happen in the South Presentation Convent. A short twenty years ago, it
would have been unheard of, that such a prestigious Catholic Convent would be repurposed as
a public space, rebranded as an arts centre/café, public gardens, even the nuns’ chapel is now a
concert venue. Up until recently, this community of religious Sisters lived behind large stone
walls, but now the walls are removed. It has become a visitors’ centre, a place where tourists go
for a coffee and are lounging around, taking the sun in what used to be the nuns’ private gar-
den. The nuns are more or less all gone now from the South Presentation Convent. In Begotten
Not Made, Sister Francesca has a vision of these changes ahead, she is somewhat cynical about
it — but she is also a realist, the convent is in decline and needs must (see Creedon 2018, 299).
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The Ireland I grew up in was extremely Catholic, like Italy, the Mass was presented in
Latin, reading the Bible was not encouraged. It was this ownership of the “belief” by a men’s
organisation that gave these men of the Church so much power, and of course by the time I
was growing up in the early ’70s all that was about to change dramatically. The world I knew
and my parents knew had changed, and changed forever.

CM: Was Brother Scullys hysterical laughter a way to show hislyour disillusion with the triviality of
certain miracles which served Christianity to attract “primitive minds”, as you say in Begotten Not Made?

CC: No. His hysterical laughter is far less contrived than a response to the incredulity of the
miracles. Basically, Brother Scully is an emotional mess. His manic laughter is a symptom of his
mental instability, partly due to the effects of the cocktail of heavy medication and treatments he has
received over the previous 50 years. Brother Scully’s incessant giggling and laughter and repetition
of words is no more than a symptom of his psychiatric condition. And ever since he was instructed
by Deputy Head Brother (see Creedon 2018, 166) that the monastery was no place for expressions
of emotion, insisting that “denial” is the greatest evolutionary development of the human race,
Brother Scully has sublimated all his emotions into expressions of laughter. He has learned that
laughter is more socially acceptable than crying, so all his emotions are expressed through laughter.
Brother Scully’s laughter is not seditious. Brother Scully’s laughter is psychologically deep-rooted,
it is in fact an expression of his isolation, his loneliness and emotional disconnect.

CM: While rereading it I felt that the text moves through different blocks that could be seen as
different ‘short stories”. The first one about Brother Scullys “doubts” about Christian dogmas with
the theory of Jesus, son of Herod, the second about the so-called miracles told by the other narrator
Sister Claire, stories-within-stories ...

CC: Oh yes, that? Well, here’s the thing, that device is purely technical. If I were to write
and present the theory of the paternity of Jesus in one block it would read like an academic
thesis. It would be extremely information-dense with facts and chronological dates. It would
not read like fiction. It would require the full backstory and exposition of secondary biblical
characters, John The Baptist, Elizabeth, Zacharias and the various members of the Herod Royal
family, also an analysis of the political situation that was unfolding in Jerusalem at that time,
including the workings of Roman rule and methods of maintaining law and order in Judea.

I decided it would be better to present the story three times. By doing this, the reader
becomes complicit in the conspiracy that is unfolding in Brother Scully’s mind. The first telling
is a very simplistic naive exploration by Brother Scully while in the seminary, when he ques-
tions the Theology Master, Brother Ambrose, about details of scriptures and in the process he
exposes some minor anomalies in the biblical story. In doing this I establish the main players
of the story that is about to unfold in the minds of the readers and I put forward the idea that
there are narrative flaws in the New Testament.

Once the reader is familiar with the main characters, the goodies and the baddies estab-
lished, the story is told a second time. This time Brother Scully expands his theory to Sister
Claire. This second retelling presents the Bible story as a real flesh and blood family, the saga
unfolds like a soap opera.

The third bite of the cherry is at the end when Brother Scully has a long and intense late-
night discussion with Brother Ambrose. This intense scrutiny of the theory informs the reader
that there is, in fact, a good solid scriptural basis behind the theory of Jesus™ paternity.
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It would not have been possible to present this intense debate without having first in-
formed the reader of the historical context and background, and the personalities, the frailties
and fallibilities of the key characters.

CM: And you introduce stories within the stories, is this the device you use to lighten the nar-
ration? Was the theory of Jesus’ paternity meant to be structurally framed by the different narrative
blocks of stories within stories?

CC: This is a book of stories. Multiple interlocking stories untangle inside one man’s
tormented mind over one day. That's Begotten Not Made. The basis of all good storytelling is to
convince your audience to suspend disbelief. I use the various fairy tales within the narrative,
heroic pigeons, love stories, saintly apparitions, miraculous cures etc. to give space to the read-
er, to help the reader become comfortable with the challenges of the biblical and theological
narrative. And conversely, I use the biblical exploration as a grounding counterbalance to the
fairy-tale aspect of the stories.

And yes, I did actively structure the biblical theory in an episodic way to help familiarize
the reader with the main characters. There’s also a certain amount of repetition in each retelling.
This gives the reader ownership of the theory rather than me presenting the readers with a long
list of facts. It was important for me that the reader would engage with Jesus’ extended family
as a real-life family with its own internal conflicts, struggles and complications in a narrative
storyline rather than present it as an academic theological theory.

CM: Your books and plays regularly feature the characters going for a walk around the city of
Cork. Do Plutos walks in Passion Play cover a similar route in The Cure and in Begotten Not Made?

CC: (Laughing here) You'll find I do bring my characters on walks around the town all the
time, or maybe it’s the case that my characters bring me on walks around the town. Going for
a walk around town is one of my own personal, favourite past times. To tell you the truth, I
enjoy bringing my characters and my readers for a walk. It gets me away from my desk without
leaving my desk.

My walks usually take a very specific route in my head, but the details on the page never
exactly fit any map. In 7he Cure there are two walks. One walk is very specific and unchanging.
It is the walk taken by the protagonist’s father and grandfather so many times that he can men-
tally namecheck every scent and industry, and shop front from the grotto in Blackpool all the
way to my street, including namechecking the shop in which I grew up on Devonshire Street.
This walk is revisited four times in the text and it can appear like a druidic chant, getting faster
and faster and less descriptive as we get closer to the end of his journey: Patrick’s Bridge, the
gateway to the downtown. Meanwhile there is also a second walk in 7he Cure, the protagonist
in real time is also walking through the streets of Cork in search of an early morning pub. It’s
Christmas time, and on his journey he meets his past. These encounters with his past force
him to re-examine the present.

Meanwhile, the walks in Passion Play are of a different nature. The first one begins out-
side the Donkey’s Ears pub when Pluto meets the young Mags and he takes the drug Ecstasy
for the first time. It is fuelled by the drug which has the effect of spiraling energy and Pluto
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gets extremely talkative and it ends in an explosion of sex with Mags. This walk begins on the
Southside by City Hall and follows the river circumnavigating the “old town” and eventually
he finds himself in the heart of the Northside at Shandon steeple. Along the journey, some of
the episodes he talks about are tinged with autobiographical and historical detail. You might
find it interesting, that Pluto, though wired on drugs when they get to Dalton’s Avenue on the
Coal Quay, makes the comment that there should be a bridge built across the river there. The
book was published in 1999, and many years later Cork City Council actually built a bridge
at that very spot on the river.

Pluto’s second walk is fueled by LSD. At this point in the novel he is dead and his soul
heads off in a chaotic multi-episodic, frantic walk that becomes distracted in a trippy sort of
way. Due to the LSD influence he gets sidetracked by a pigeon in the river, then there’s the
toilet bowel episode, then the DVD to be returned, then he meets Tony Tabs. It’s a very trippy,
rolling snowball of a journey — obviously the energy is driven by the LSD, but what you might
find interesting is that both walks in Passion Play end up bringing him to the same place, in
the Shandon Area, Under the Goldie Fish.

In the first walk he ends up having mad, wild passionate sex with Mags in Shandon grave-
yard. In the second walk he’s back in the Shandon area for his son Paulo’s Holy Communion.
Incidentally, Paulo was conceived during a sex session in Shandon graveyard in the previous
walk, his Ecstasy-fueled first walk with Mags.

Ultimately, he travels through time and space to Sherkin Island, and finds himself in Bell’s
Field on top of Patrick’s Hill, spellbound looking at the grand vista of the Northside. It dawns
on him that the Northside, “the city of pain”, is actually his vision of heaven.

There are a number of walks in Begotten Not Made. When Brother Scully goes for a walk
on the beam of light across the sky from Monastery to Convent, this is obviously a virtual
walk where the young Brother’s demented mind presents him with an overview, a grand vista
of the world he left behind, the world outside the monastery wall. The people mentioned are
real people, familiar on the Northside of Cork City: Michael Crane and Gerry Dalton both
are pigeon fanciers.

Another walk in Begotten Not Made, is when the word filters out of the Convent that Sister
Francesca cured a pigeon, that word is carried in a very specific journey. Beginning in the heart
of the Northside in the pubs of Shandon Street, down to the North Gate Bridge, along the
North Main Street and South Main Street. Then filtering out across the island of downtown
Cork, and over the South Gate Bridge up into the heart of the Southside and into the snug of
Tom Barry’s Pub. Basically the story of the miracle goes from shop counter to shop counter,
from pub to pub and travels across the city.

Bringing my characters on a walk is very much part of establishing the world of the book,
or the play, in my head. And though audiences and readers might recognise the walks, and
some might even say they have walked those walks, the fact of the matter is that the walks are
not precise topographical maps. So the walks are mental and emotional walks. For example,
there is no Church on French Church Street, the church is on the next lane, Carey’s Lane. In
The Cure, Brother Keenan is seen outside Murray’s Gun shop window, but it is impossible to
see Murray’s Gun Shop window from that location. I insert these anomalies into the narrative
because I don’t want to be trapped by the exact detail of a map. At the end of the day, itis a
world of make belief which offers a mirror to the reality.



270 CONCI MAZZULLO

Figure 3 — Devonshire Street. Photo by Conci Mazzullo

CM: I've been rereading Brother Scully’s confession and it sounds like the Inquisition Trial of
people already found terribly guilty, who had to admit thar Satan misguided them!

CC: Well, first of all it wasn't a confession as an official Catholic rite. It was a trial conducted
by Deputy Head Brother Lynch and Bossman. Christian Brothers don't have the authority to hear
confession, only priests are qualified to hear Confession. And that explains why, later that night
when Bossman slept soundly he had a very vivid and surreal dream about the Bishop coming to
him to tell his confession.

The whole notion of Satan is introduced by the Head Brother seeking cheap thrills. He
wanted to hear about the young nun’s body and the sexual details of the act that occurred be-
tween the young Brother Scully and the young nun, so he introduced the notion of confession
and Satan and the temptation of Adam by Eve to legitimize his probing questions about the
sexual act. There is a sense in the text, that Bossman becomes more and more sexually aroused
by the details, and leading to sexual orgasm. The scene where he sits in the darkness and lights
a cigarette in the calmness is very much a postcoital scene.

CM: Why was Confession so intimidating in the Christian Brothers when you generally know
the penance was three Hail Mary’s?

CC: Confession! Don't start me on Confession! The basis of Confession is that we are all
guilty of something. Even before birth we are guilty of Original Sin, save me please! Personally,
Confession is one of my biggest issues with the Catholic Religion. Particularly, in a place such
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as Cork up until the 1970s. Basically, when I was a child Cork was more or less 100% Catholic.
And in general we were an extremely poor society.

In retrospect, I find the fact that every man, woman and child went to their local parish
church to tell another man, albeit a “man of God’, exactly what they had done “wrong’ is a total
abuse of power. The KGB, the Stasi or Maoist China did not have such a level of information
gathering from the general population that the Catholic Church had.

The secrecy of the confessional also creates the perfect “safe’ environment for devout individuals
to reveal information about their neighbours, employers, their families, etc. Basically, the Church
through the system of Confession gained insight into every single household right across the com-
munity. At its most insidious, should someone in Cork refer to a wrongdoing by someone in the
far side of the country, the details could be easily cross-referenced via parish priests, it's a bizarre idea
but the potential of such cross-referencing put the Church in an incredibly powerful position. It
also elevates the priests, these pampered men, to a position of almost demi-god in the community.
Personally, I find it infuriating when I think of my mother’s generation, those saintly, abstemious,
morally devout women of her time, going on their knees, with their heads covered, in a darkened
confession box to confess their “sins’ to some fucking eejit, pardon my English. Even the notion
of men entering a church bareheaded, while bishops and cardinals are parading around the alter
wearing the most outrageous head gear is so outrageous, elitist and fundamentally un-Christian.

I remember when I was a kid, it crossed my mind that it didn’t matter if you committed
murder or robbed a penny lollypop, the penance would always be the same: Three Hail Marys.
So, even back then I felt the whole idea of repenting and absolution of sins was just a smoke
screen for information gathering. If the local priests know who is robbing from their bosses,
or who is having an extra-marital affair, or involved in other more “devious un-godly’ practices
such as homosexuality, or involved in illegal organisations etc., and this information can be
gathered and cross-referenced through “Confession”, that gives that organisation a frightening
amount of power over the powerful and weakest individuals of society. Yes, I think Confession
is so frighteningly insidious, particularly when you have kids as young as 7 years of age inside
in a darkened confessional sharing their innermost thoughts and experiences with a strange
man who claims to be in regular communication with the God of creation. Frightening! I agree
with most of Jesus Christ’s message, but I don't see Christianity in any of that.

CM: Brother Scullys spontaneity and belief in the just Bossmans line of enquiry, not by chance
Bossman, entrapped him inside a net of hypocritical behavior condemning him before even starting
to listen to his Confession. As you say “Frighteningly insidious™ Did you have any personal experi-
ence which led you to refuse Confession and what you rightly thought the morally wrong listening
to people’s weak sides of their souls?

CC: Confession was certainly the first of the sacraments I gave up. I'd say I was maybe 9 or
10 years of age. At a very young age we instinctively knew it was a load of nonsense. I remember
as kids, at the end of our Confession we used to tag on one extra sin: “... and I told lies, Father”.

By doing this we felt it sort of exonerated us from telling the truth to the priest in Confes-
sion. For example, you could make up a few innocent sins, such as “I didn’t do my homework,
I didn’t bring the dog for a walk ...” and leave out the more serious sins. And if at the end of
your Confession you just say “... and I told lies, Father”. In that way you were confessing that
the Confession you had just told was a pack of lies.

I remember not having been to Confession for a number of years, for some reason, I found
myself in a confession box with a priest at the far side of the grill. I would guess it was around
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the time of my Confirmation. At the part when the priest invited me to say the Confiteor. I just
couldnt remember the words of the prayer. It had been so long since my previous confession,
for the life of me, I just couldn’t remember the words of the prayer. All I could do was to repeat
the opening words again and again, “Oh, my God ... Oh, my God ... Oh, my God ...” and I
remember thinking this is ridiculous and farcical. Eventually the priest recited the prayer line
for line and I repeated it back to him, and even at that young age I realized “this is just a load
of nonsense”. I do believe that was my last time actually going to Confession. As you know
Frank O’Connor wrote a very famous short story, “My First Confession”, actually set in my
local parish church. Well maybe I should write a sequel: “My Last Confession” (Laughing here).

CM: 1 think that in Italy, after the Il Vatican Council, things started to be more lenient. We
were much freer than in other countries where the Catholics had to prove their fidelity to the Catholic
religion.

CC: Absolutely, Vatican II was the beginning of the end, but I think Pope John had seen
the writing on the wall and was trying to steer the church towards a modern age.

Certainly an Irish Catholic is not the same as a Roman Catholic. Devout Irish Catholics
are still very connected to local pre-Christian deities. Irish Catholicism has been integral to the
800 years of struggle against the oppression of our English colonists. I don't mean Irish Catholic
as a type of ritualistic practice but more as a cultural identification tag.

The line of demarcation was simple: the “native’ Irish were Catholic and the English in-
vaders/colonialists were “Anglican/Protestant’ ever since Henry VIII, in the 1530’, and more
particularly after the Desmond Wars of 1570’s. This Catholic/Protestant divide always caused a
certain amount of conflicting issues regarding our spiritual belief and our political aspirations.
And certainly, Catholicism was the flag of the Irish rebel.

The 1798 Rebellion did complicate this theory as so many Protestants were the leaders of the
United Irishmen. But for the most part, we did place the Catholic Church at the head and the
centre of how “native’ Irish culture expressed ourselves and defined ourselves. That is probably
the main reason why Irish Catholicism became the state religion. Catholicism was handed the
responsibility for Irish morality, education, and health since the 1921 War of Independence. It
also explains the culture that allowed many recent scandals, sexual scandals, mother and baby
homes, the abuse of power in education, and so many other aspects of Irish life to happen.

In very simplistic terms, the arrival of television gave the ordinary people of Ireland a
world view, hence the Eurovision Song Contest being pivotal to the liberation of Brother
Scully. You might find it interesting that in Begotten Not Made, the arch-conservative Deputy
Head Brother Lynch’s, stark warning that television would be the end of Catholic control in
Ireland (see Creedon 2018, 58). Television, as he saw it, the great educator of the masses, was
in fact the Antichrist.

CM: In Italy we were very lucky, because my generation attended higher secondary school after
1968; this meant we were much freer than the previous generation which had gone through World War
1I. Young people radically contested political, social, cultural, economic structures, refused capitalism
through the students’ movement in Europe and USA and somehow, then, culturally influenced society.

CC: Well, very similarly Ireland underwent dramatic change from late 1960’s through the
1970’s, and that’s the backbone of Begotten Not Made. Deputy Head Brother Lynch in one of
his rants gives out about students rioting all across Europe in 1968 (see Creedon 2018, 58).
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CM: What about Brother Ambrose, who was definitely gay, why did he commit suicide? While
talking to Brother Scully he finally emerged as a freethinking man who knew things as they were
and appeared easy-going and critical of the Brothers’ system.

CC: Brother Ambrose explains why he took his own life. Basically, he had long come
to terms with the hypocrisy of the Church, he may even have lost his faith in the existence
of a God, but was still happy to function within the church. But it was the realization that
the Christian God was a God of conditional love that pushed him over the edge. He realized
God’s love came with conditions, so he had come to the conclusion that religious life was no
longer an option for him. 'm not even sure if Ambrose would have classified himself as “gay”,
he knew he was clearly attracted to young males, but may not have fully understood that this
was the “dreaded sin of homosexuality’. His sexuality was a complication for him. I believe
he struggled with his feelings and may not have fully understood them. Of course there is a
massive contradiction and irony in Brother Ambrose, he is a Theologian, and yet his natural
instinct is to refute the sexual rules imposed by Church Theology. And, as a Theology Master
his position was to encourage younger Brothers when they were experiencing conflicts of faith,
meanwhile his obvious sexual orientation meant he was continually in conflict with his own
faith. There is also something interesting in that, his role in the Monastery, places him in charge
of the young, idealistic, newly arrived seminarians. Was this a role he manufactured for himself?

In 50’ Ireland, sex was considered as a male/female interaction. We have as a saying
“There was no sex in Ireland before 7he Late Late”. The Late Late Show was a talk show that
started in the 1960’s and aired relatively innocent topics by today’s standards, but back then
they shocked the nation.

So, Ambrose realized he had devoted his life to a God of conditional love, a God who did not
accept people like him. In the course of his discussion with Brother Scully he caught a glimpse
of how farcical his own belief system had been and he realized that maybe he had devoted his
life to something he no longer believed in. If Brother Ambrose was a younger man he would
have left the Monastery, but at this stage in his life he had nowhere to go. His family farm was
gone to his older brother. His sister was living with his brother and that wasnt working out
very well. So he was trapped, nowhere to go, and it most likely had been like that for decades.
His only way out was to take his own life rather than live a life of hypocrisy.

It’s important to remember that Ambrose had recently been accused of having sexual late
night encounters with the young seminarian Brother Crowley, so realistically, his secret life
within the monastery was over, his suicide may have had more to do with that and very little
to do with his conversation with Brother Scully.

CM: So how were you inspired for Brother Scully’s love for the novice? Did you know of brothers
and sisters who took their life?

CC: I don't know of any Brothers or Nuns who took their own life. But the reality is that
back then suicide was a mortal sin, so a death by suicide would not be generally reported or
talked about or admitted.

Regarding clerics falling in love and leaving the religious order, I knew many. 'm not sure
which came first, the inspiration or the experience. A Christian Brother, who was in the school I
went to, left the monastery and married a nun. A number of years ago, long after I had written
the bulk of this book, I asked if I could meet with him, not so much to find out about leaving
the Monastery, but to learn details of day-to-day life as it unfolded inside a monastery.
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For example, I asked him how they would address the Head Brother, would they call him
Head Brother? and he laughed and said: “No, we used to call him the Bossman”. In a way, such
a simple answer was a breakthrough moment for me. It really opened my mind to the notion
that religious orders were just a functioning community within the community.

Another was a young priest. I went to London with my father back in the early 1970s. We
stayed in this young priest’s flat, but it was a shock to me at the time when I realized that he was
married to a nun. And there was a sense that we shouldn't talk about it when we returned to Ireland.

But there are many, many, many cases of young lads of my vintage who went off to join
religious orders, many of whom quit and ended up getting married and having kids.

The big change of the 1970’s was the ability to reject the church and its power.

CM: I noticed that the so well-rounded characters inbabiting the pages of Passion Play are
definitely related to the time you wrote the novel — '80-"90s —, whereas those of Begotten Not Made
are connected with the "70's and develop through other 50 years. Did Brother Scully feel nostalgia
of his past, of his unrequited love, his lost innocence? When he repetitively recites like a mantra
“‘wherediditallgowrongwhere ...” what does it refer to?

CC: Passion Play is very much set in its own present ’80-"90s. But large pivotal extracts of
Passion Play are also set in the ’60s and ’70s, when Pluto, Pinko, Tragic Ted, Fatfuka were kids
growing up on McSwiney Street.

Similarly, Brother Scully is very much in the present, but just like Pluto in Passion Play,
Brother Scully’s past informs and haunts his present. It’s a bit like Tir Na Nég, when Oisin
falls from his horse, he realizes he is old and his whole life has just passed him by. It’s like an
awakening. Suddenly, the present for Brother Scully becomes very real. He realises that he is
surrounded by the elderly and infirm, even the eternally youthful Brother O’Connell is now
very elderly and requires a walking frame and his old nemesis, Deputy Head Brother Lynch
is struck immobile because of a stroke. The youthful energy and zest in the monastery is all
gone, and that very realization is probably one of the reasons that motivates the elderly Brother
Scully to do something now. Hence his mantra: “wherediditallgowrongwhere ...”. He is asking
himself: how did I end up where I ended up, where did all the years go?

I don't really think his view of the past is nostalgic. It’s the exact opposite. His view of
his past is oppressive, painful, devoid of fun, devoid of free will. One particular night of his
tragic past is lodged in his mind. He realises, that if he had made the correct decision that
night of Dana’s Eurovision win, all those years ago, his life would have been so different. So,
realistically, there is very little space for nostalgia in his heart. His past is a past of total regret,
no rose-tinted glasses at all.

CM: The only outstanding female role is that of the novice Sister Claire who determines a seismic
quake in Brother Scullys life, why is she pivotal?

CC: Yes, sister Claire is the important female character and Brother Scully is the important
male. It is a two-person show, if you don’t count the pigeon. All the other characters really only
have walk-on parts. I wanted to keep the bulk of the book in Brother Scully’s head. So the narrative
is confined to an internal journey. If the novel engaged too much with other events and characters
around the Monastery, the power and intensity of the isolation of his mind would be lost.

Brother Scully’s life from childhood was fast-tracked to join religious orders. I believe this
was the case with most clerics of that time. And maybe Brother Scully’s life/career as a religious
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Brother would have been a great success, had everything gone according to plan. Who knows,
he may have even gone on to be the head of the monastery. It was even suggested while in the
seminary, that he might go on be the youngest Superior General of the Order. He certainly
had the energy, the drive, the enthusiasm, and all was going to plan.

But for one minor complication. On the special night Dana won the Eurovision he was
presented with a new narrative for his life, the very notion of physical love with Sister Claire,
and suddenly his whole life plan became derailed. For the first time he realised that up to this
point in his life he had expressed very little free will. But if he was to follow his free will and
desires, and run away with Sister Claire, it would have been totally counterproductive to how
he had lived his life. Of course Sister Claire vanishes that night and we don't see her again until
50 years later, at which point she is an elderly nun.

But there is another second female character in the narrative. The reader is also presented
with the lifelong narrative of Sister Francesca. Hers is a very complicated love story with Mos-
sie the Gardener, which is ultimately resolved at the very moment when death did them part.

Incidentally, when I chose the character names for Sister Francesca and Sister Claire, they
were to be two sides of the same coin, I had St. Francis of Assisi and St. Claire in mind.

Figure 4 — Begotten. Courtesy of Cénal Creedon

CM: Yes I had thought so when juxtaposing the names you chose for the two nuns. But Sister
Claire is finally contributing to the beatification of Sister Francesca, thus carrying out the convent’s
strategies and beliefs.

CC: You ask about Sister Claire taking on the role of a nun and contriving to create the
sainthood of Sister Francesca. Well, that is realistically often the case with individuals who
come to a crisis of faith.
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Sister Claire did falter when she met Brother Scully that night. She appeared much more
overt about expressing her sexuality than Brother Scully, but yet she hesitated because she
required him to express commitment. Realistically, it would have been a huge leap of faith for
a Brother or a nun to leave religious orders, so that notion of two going together would make
a lot of sense. You must remember these two young people were qualified teachers, but most
schools in the country were Catholic run, and of course their families would most probably
reject them.

But Sister Claire’s behaviour in the kitchen that night implies that she is more mature
mentally and emotionally secure than Brother Scully, but in the absence of Brother Scully’s
commitment, she came to terms with her crisis of faith and decided her life would be better
within the convent. As often happens following a crisis of faith, she lost some of her naivety
and innocence of a young novice, but maybe it is that loss of naivety that refocused her to go
on to eventually become the Reverend Mother. It’s obvious towards the end of the book that
she is very cynical about the sainthood of Sister Francesca, but she decides to comply with
the ambitions of the enthusiastic young bishop. It’s a compromise, her life has been full of
compromise, she fully understands the state of her depleted elderly community of Sisters, she
is aware of the financial security her community requires for their old age.

CM: Did you give importance to all the names chosen for your characters as I presume you chose
Scully coming from Irish O Scolaidhe?

CC: I picked Scully for many reasons. His name changed many times over many drafts,
but I stuck with Scully, because it sounded like Skull and a sense of foreboding. Also the whole
narrative happens within his skull. Well obviously, Scully would have implications of “Scoil’,
the Irish word for “school’. I selected the name of Brother O’Connell, after one of my personal
favourite Christian Brothers called Brother O’Connell: He taught me in 6th class. Always very
enthusiastic, always dashing around, always engaging and caring, and was in charge of the choir.
While Brother Crowley is actually Fatfuka in Passion Play. In Passion Play, Fatfuka went to join
the Christian Brothers and left under a cloud. You might remember he had a brief gay affair with
Pinko before he married his wife and had children, and then of course he got cancer. Brother
Crowley offers a glimpse into what had happened to Fatfuka while he was in the Brothers. It’s
implied in Begotten Not Made that Brother Crowley and Brother Ambrose may have had a brief
relationship before Brother Crowley walked out of the Monastery. Christy, the child in Begotten
Not Made, is the protagonist in my next book, Glory Be To The Father.

CM: So we have got characters moving inside your macro text, interestingly, from Passion Play
to Begotten.

CC: ... and further afield, some of them will move on into Glory Be To The Father. Yes,
like Mossie the Gardener also turns up in my next book as a fairly pivotal character.

CM: What about Ambrose?

CC: Ambrose was a name I battled with, but ultimately went with it because St. Ambrose
was a big doctrinal leader of the early church in Milan. Also, Ambrosia is a brand name for
creamed rice, and creamed rice is considered soothing, often given to children. Ambrose’s role
in the monastery was to sooth anxiety and worry among the young seminarians.
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CM: Getting back to Begotten Not Made, I wonder, could Brother Scully see the Southside
of Cork, i.e. the Nano Nagle Centre from his window?

CC: I believe you might be getting two Presentation Convents confused. Nano Nagle is a
former Presentation Convent located on the Southside of the city. North Presentation Convent
is located on the Northside.

Brother Scully is in a Monastery on the Northside of the city. In real terms, he wouldn’t be in
a position to see a convent on the Southside of the city. But, having said that, it’s best not to get
bogged down on a the detail of topography. Brother Scully’s world is not identified as Cork. Cork
as a location is not mentioned anywhere in the text. So it would be very misleading to identify
what he can or can’t see in Cork city; even though the book is immersed in Cork, the topography
is imaginary and intentionally not detailed enough to identify what he can or can't see. Although,
in my mind’s eye, Brother Scully is on the Northside and the Monastery would be the North
Monastery, and Sister Claire’s convent would be the North Presentation Convent which is adjacent
to the North Monastery, but I don't reference them by name. Yet many of the references are very
much Northside: Murphy’s Brewery, the stacks of houses of Goldsmiths, Audley Place, Patrick’s
Hill, Shandon, and of course the pigeon fanciers named in the book. Michael Crane and Dalton
are totally real Northside Cork people. Whereas the Nano Nagle Centre is very much on the
Southside of the city, but it is fascinating that the recent repurposing and proposal of Sainthood
for Nano Nagle (in real life) is a mirror of what is happening in the Convent in Begotten Not Madle.

CM: But what was the Nano Nagle area like in the *50s? Always the Northside against the
Southside? Would it be different from the Northside Christian Brothers? I mean less well off ? Was
it the same in the 1950s-1970s?

CC: Cork City Northside and Southside are carbon copy images of each other. In the past,
the old walled city of Cork was located on an island in the middle of the river Lee. The English
colonists restricted indigenous native Irish access to the old city of Cork. This old city is still
identifiable to Cork people, it is the street between the North Gate Bridge and the South Gate
Bridge. The Gate Bridges were in place to keep the native Irish out. Over time, two separate
communities of indigenous native Irish established either side of the river, separated by the old
walled city. Effectively, you had two independent indigenous native communities established on
either sides of the river, viewing each other from opposing hillsides, but with very little social
contact or interaction. I believe this is the root of the palpable competition and rivalry that
traditionally existed between the Northside and the Southside of Cork City.

So in effect, the Northside and the Southside are carbon copies of each other. Shandon
steeple on the Northside reflects the tower on Tower Street over on the Southside; The North
Cathedral reflects the South Cathedral; the North Monastery Christian Brothers reflects the
South Monastery Christian Brothers; The Northside Presentation Convent reflect the South-
side “Nano Nagle” Presentation Convent; The Northside Murphy’s Brewery is reflected by
the Southside Beamish Brewery; the Northside O’Connor’s Funeral Home is reflected by the
Southside Forde’s Funeral Home. Even the streetscape, the hill of Shandon Street is reflected
by the hill Barrack Street, and the respective off shoots of Blarney Street and Evergreen Street
are almost identical. If you fold the map of Cork using Washington Street as the axis — which
bisects the old city — well all those buildings and industries and streets on both sides of the
river align almost perfectly. Yet both communities are separated and isolated by this “old town’
in the centre of the river.
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I believe it is this separation and yet similarity of two communities that has nurtured what
was traditionally such an entrenched and sometimes bitter Northside/Southside rivalry in Cork,
a rivalry probably not so evident in recent years.

That sense of the Northside and the Southside being carbon copies of each other is iden-
tified in Begotten Not Made (see Creedon 2018, 189-190). I describe the opposing hills of the
Northside and the Southside as the “Butterfly wings” in the passage where Mossie the Gardner
gossips about Sister Francesca’s miracle in a pub on the Northside, and the news travels from
one pub, “The Shandon Arms” in the Shandon area on the Northside to the corresponding
pub, “Tom Barry’s”, in Greenmount area on the Southside:

I¢’s a miracle, whispered Mossie the Gardener.

No, not a miracle, said Sister Francesca.

She was annoyed that Mossie would suggest that God the Father, creator of heaven and earth, would
concern himself with something as trivial as curing a small bird’s broken wing. She was adamant that
no miracle had been procured, and insisted that the bird’s recovery had been nothing more than a com-
bination of care and the power of prayer.

Gardening can be thirsty work, and sometimes gardeners drink more than they should. That evening
on his way home from work, young Mossie The Gardener dropped into the Shandon Arms for a pint or
two. Word of the robin’s miraculous recovery spread along the bar counter like ink on a blotter, through
the snug, past the card players in the corner and out into the lanes around Dominick Street and Eason’s
Hill, then right across the city from the northern tip to the southern tip of the butterfly wings, from the
laneways at the top of Shandon Street, all the way down into the bowels of the town, across two rivers,
past mirror images of breweries, bridges and undertakers. Then shopkeepers and shawlies contrived to
whisper and gossip from the North Gate Bridge, the full length of the North Main Street, and down
along the South Main Street, all the way to the South Gate Bridge. The word travelled cheek by jowl up
the steep climb of Barrack Street and swept into the maze of little houses that is Greenmount. Later that
evening, when Johnny the Echo-boy poked his head into Tom Barry’s snug and said,

Ladies? Did ye hear about the young nun up in the Northside?

The news was there before him. They turned from their jugs and spoke as one.

About the miracle, is it? (Creedon 2018, 68)

The irony of the piece is that the news traveled from North to South before the newspaper
man arrived with the evening newspaper. Indicating that these two separate and isolated work-
ing class communities were totally in sync and almost subversively connected to each other.

Johnny the Echo-boy is a real person, he has sold 7he Echo newspaper on the streets for
decades. I am fascinated by the idea of a street newspaper vendor carrying spoken news. It is
fascinating and so very real.

CM: As for the story-within-the-story, i.e. the miracle of St. Joseph, did you hear about anything

similar, visions among nuns in your “extended neighborhood’?

CC: There are/were so many whisperings of spiritual events in Ireland. “Our Lady appearing
in Ireland’ became a huge phenomenon back in the mid 1980s, 35 years ago. It all began in
Cork, in a place called Ballinspittle, a village near Kinsale. Within weeks it started happening
everywhere up and down the country, including in my father’s home village of Inchigeela. This
wasn't a case of one or two children seeing an apparition of the Blessed Virgin, this was a case of
literally tens of thousands of people witnessing what became known as “moving statues’. Night
after night people gathered to see the “moving statues’. I myself witnessed the moving statues,
I didn’t believe it was miraculous but I certainly witnessed the phenomenon. It was interesting
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that it happened a few years after a similar phenomenon in Medjugorje. At that time there was
a huge devotion to Medjugorje in Ireland. Back then foreign holidays or sun holidays were not
the norm for Irish people, yet tens of thousands of faithful Irish flew to Medjugorje.

In the context of Begotten Not Made, it struck me that people could be so accepting of
miraculous interventions by Our Lady, yet the notion of St. Joseph appearing from heaven
sounds incredible, farcical if not outrageous.

CM: Very interesting, indeed. St. Joseph appearing to the nun is outlandish.

CC: I mean it was outrageous in the context of the characters in the book who had devoted
their lives to beliefs including, rising from the dead, walking on water, virgin births, miraculous
cures, apparitions of saints, devils transforming into snakes, yet in the context of the book the
young Brother Scully’s faith will only stretch so far, and the notion of St. Joseph appearing to
a dying nun was just a belief too far. “Really, Who ever heard of St. Joseph ever appearing to
anyone?!” (Creedon 2018, 105).

CM: Ok. I've been rereading the passages linking Brother Scully with Ambrose. And this is
where Herod's theory is resumed again. I found the theological debate here much more vibrant and
liberating I felt the two were discussing on the same level, on a friendly level, despite their different
opinions. It was therefore really frustrating to realise that Ambrose had already decided to take his life.

CC: Well I don’t know. As I'm only reading the book too. But I don’t think Ambrose had
decided to take his own life until after his talk with Brother Scully in the library. I believe he
went to the library to talk sense into the young Brother Scully, but as the discussion deepened
late into the night it was Ambrose who felt the need to rethink his own beliefs and his own
life choices. And, at the end of it all, having lived his life in denial of being gay and in denial
of his vocation, it obviously became apparent to him that he had to leave monastic life - and
he chose to hang himself.

And yes, I do think Brother Ambrose and Brother Scully totally enjoyed the heated dis-
cussion, despite the seriousness of it. It was a debate that had been on the cards since Brother
Scully was in the seminary, but it took a number of years before he would be informed enough
to challenge the Master of Theology. In boxing parlance, it was a Title Fight and Scully took
the Title on the thirteenth round.

CM: I don’t understand why the Brothers were considered inferior to priests, as it is hinted at
by Brother Ambrose.

CC: It’s more than hinted. It’s understood that Brothers and Nuns are at the bottom of
the pyramid of power. Certainly here in Cork, there was a massive distinction between Chris-
tian Brothers and priests. The Christian Brothers were fundamentally established to educate
underprivileged children. They were a strict religious order but had none of the social perks
we associate with priests. Christian Brothers were more or less secular, they didn’t have the
authority to say mass or hear confession or administer other Catholic rites. They lived under
a strict vow of communal poverty. Whereas, many priests lived comparatively privileged lives,
with housekeepers, freedom to travel, access to cars etc. Christian Brothers were recruited from
Christian Brother schools, so for the most part Christian Brothers traditionally came from
impoverished working-class backgrounds.



280 CONCI MAZZULLO

As always, there is an exception to that rule. Following Catholic Emancipation of the 1830’
and the Famine of the 1840s, Catholics gradually began to accumulate wealth. In-time wealthy
Catholics wanted to send their children to “a better class’ of Catholic school. In response to
this demand the Christian Brothers opened a fee-paying school also called Christian Brothers,
but it served a totally different social demographic.

But in general, Christian Brothers schools, such as the North Monastery, are located
in large sprawling working-class areas, to serve the needs of underprivileged children. There
are a number of social class indicators. For example, one identifying factor is: rugby-playing
schools are considered to be well-to-do schools, whereas Gaelic games-playing school, such as
hurling and Gaelic football would indicate a working-class school. The lines of demarcation
are not as defined these days as they were in my day, but in general Christian Brothers schools
were established to service the needs of the working class and under-privileged. And Christian
Brothers did not have the same liberty or religious power as priests. Yet, in an odd way, the
Christian Brothers as an organisation did have greater social and political power than any
individual priest, probably due to the fact that many Christian Brothers students went on
to hold high-powered positions in the Civil Service and politics, and of course right across
the country the Order of Christian Brothers were a substantial voting bloc, so politicians
would attempt to keep them on-side.

I went to the North Monastery Christian Brothers and I guess, in my mind’s eye, the
topography of Begotten Not Made suggests that Brother Scully was in the North Monastery
and Sister Claire was in the adjacent North Presentation Convent. You know the North
Monastery, Conci.

CM: Yes, I know it very well. Very clear distinction.

CC: I guess the process of this interview has made me stop and try to process my process
and inspiration, and maybe that’s what I find most difficult. It’s a bit like attempting to figure
out the mechanics of riding a bicycle while you are actually cycling a bike. It seems to me the
fundamental drive behind my writing is self-exploration. I'm not really that interested in telling
a story. The more I write the more forensic my exploration becomes.

I was born and continue to live Under The Goldie Fish, which incidentally is the title of
my first radio drama. I chose the title Under The Goldie Fish because it identifies my inspiration
as coming from the people who live beneath the golden fish weather vane on top of Shandon
steeple. Shandon is an old tower, built in the 1700s, located in the heart of what is a working-
class area of the city. Realistically, I have been writing about this neighbourhood, this warren of
twisted streets with its publicans, shopkeepers, sweet factories, brass bands, characters, shawlies
and culture and traditions ever since.

I do take a certain amount of pride in the fact that the title of my radio drama has now
become the popular name for the Shandon area. Last year the Crawford National Gallery
mounted an exhibition entitled, Under The Goldie Fish, an art exhibition of images and land-
scapes portraying many aspects of Cork down through the centuries, and if pride is a sin, well
I'm damned to an eternity roaring in the flames of hell, because I was proud that my little radio
drama of 25 years ago had made its mark in the collective memory.
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Figure 5 — Shandon with the Salmon. Photo by Conci Mazzullo

As I mentioned earlier in this interview, my Gods have always been local and my heroes ate
Chester Cake and supped milk at our shop counter. I am inspired by newspaper sellers, the fruit
sellers, the shawlies, the pigeon fanciers, dog walkers, republicans, Christian Brothers, villains
and vagabonds. This is the world I come from. It’s the world I know, the world I understand,
the world that inspires me.

My film documentaries cover the same ground, but the emphasis is on presenting real
stories of real people accurately. My documentary-making informs my fiction. My documentary
projects usually come out of endless researching of a person, an institution, an organization,
an event in history which has specific implications for my neighbourhood. It gets to the point
when my research becomes overwhelming and at that point I feel the need to record it. The
need to record becomes almost obsessive. I encounter some fascinating individuals in the course
of my research and I realise if I don’t record these individuals they will be lost to history, lost
to local memory. Michael Crane, the pigeon fancier (Creedon 2007a, 7he Boys of Fair Hill)
is one of those individuals. Claire Ormond O’Driscoll (Creedon 2007b, If Its Spiced Beef, It
Must Be Christmas) is another; John O’Shea (7he Boys of Fairhill); Anna Grace (Creedon 2008,
Flynnie, the Man Who Walked Like Shakespeare); Arthur Dowling (Creedon 2006, Why The
Guns Remained Silent in Rebel Cork); Mdire MacSwiney Brugha (Creedon 2005, 7he Burning
of Cork). Truth be told, I feel that everyone who features in my documentaries are very special
people and have a very original and individual story to tell. It is often the case that the people
I interview become more important to me than the subject of the documentary.
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Meanwhile, the subjects of the documentary are obviously my primary focus. The now
legendary figure of Father O’ Flynn and his work in the Shandon area may have slipped by
unnoticed unless his story was recorded while his peers were still alive. Similarly, 7he Burning
of Cork is now recognised as an event of national importance, and this year (pre-covid-19)
there were many plans for centenary celebrations, including screenings in New York, Belfast,
Dublin, Cork among other places. But back in 2005, when I was researching this story, the
event was relatively unknown even here in Cork. It certainly was not given any real space in
the history books. I remember coming across a one-line mention of the Burning of Cork in a
school history book, but even in that the substantial details were incorrect, including the year
it happened. There was little or no collective memory, information or record of this event, even
City Hall had no mention of it on the City website. It is so satisfying, now fifteen years later,
to encounter the many books and television programs on the subject, and the way the city has
embraced it as a cornerstone moment on our history timeline.

This might sound like a stupid thing to say, but I only want to make documentaries about
stories I want to tell. T am regularly invited to make documentaries, but invariably I turn them
down. I guess I really have no interest in making television programmes, I just want to tell my
stories.

If I can tell a story I want to tell, and if that elevates some aspect of my neighbourhood to
national or international significance, well that’s all the better. 7he Boys of Fairhill is my attempt
at shedding a light on a very working-class past times from my part of town. You will notice
even the dogs and the pigeons take on epic status. Michael Crane and his favourite pigeon,
Josie Boy, is the inspiration for Dowcha Boy in Begorten Not Made.

I love when school kids call to the house to ask me about the documentaries for some school
project or other, it does give me a great sense of accomplishment and validates the research.

CM: You are basically a researcher inside the texture of life in Cork.

CC: Researcher might be too strong a word. I am fascinated by people and the stories they
tell. But then there’s a huge part of me that just loves writing pure fiction for fiction’s sake, I love
that sense of trawling through my own brain and imagining bizarre situations and characters.
But I do like to record aspects of life, and acknowledge the cultural significance of what is often
sidelined and considered to be marginal by more mainstream culture.

Personally, I often find the less obvious is the most significant and the backbone of in-
digenous Irish culture. And I suppose what is most important for me, is that I am not just
recounting nostalgia. It's important that the items I cover — the sports, the traditions, the shops,
the key figures — are still operational and engaged. I really have no interest in nostalgia; my
aim is to bring these hidden histories and hidden but living traditions to the attention of the
general public. Father O’ Flynn’s Theatre Company is still producing Shakespeare, the shops
are still trading, the bands are still playing, the harrier hounds are still running, the pigeons
are still racing and the various Republican families still hold dear their Republican traditions.

CM: You have reached a significant reason for your quest, both within the text and as a general idea.

CC: Ah, well I wouldn’t say it was a quest, it’s just me trying to put some logical answer
or explanation to your questions regarding why I do what I seem to instinctively do ...

Conci, you have probably seen If Its Spiced Beef, It Must Be Christmas, my documentary
about the traders who live and work in my part of town. The people featured in it are friends and
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neighbours of mine. I guess we were talking about inspiration ... ’'m not sure if inspiration is the
right word, but those shops and shopkeepers are ingrained in my life as being ultra-important.

For example, Tony Linehan’s Sweet Factory is referenced in the final passage of Passion
Play as part of Pluto’s vision of heaven, it’s mentioned a few times in my play 7he Cure, a scene
in my play When I Was God is set in Linehan’s Sweet Factory where the character is talking to
Danny Linehan, Tony’s dad. Linehan’s also features in my documentary about Father O’ Flynn,
Flynnie, The Man Who Walked Like Shakespeare, it is a major feature in my documentary, If
It’s Spiced Beef, It Must Be Christmas, and it crops up again and again in various place of my
writing, it may even be mentioned in Begotten Not Made. As 1 say, I'm not sure if inspiration is
the correct word, but I often think the Paddy Kavanagh’s poem “Epic” totally captures where
my head is. Though I am aware of globally significant individuals and events and history
and culture, I am most inspired by the unfolding events and characters who inhabit my own
personal, almost private local globe. Paddy Kavanagh refers to the lead up to World War II as
“that Munich bother” and dismisses it, in the context of the importance of a local land dispute
between two subsistence farmers, McCabe and Duffy. And I guess that’s where I am: my world
is my street, and I believe even if I could live for two lifetimes, I still won't have time to discover
or understand every facet of my world.

“Epic”

I have lived in important places, times

When great events were decided; who owned
That half a rood of rock, a no-man’s land
Surrounded by our pitchfork-armed claims.

I heard the Duffys shouting “Damn your soul!”
And old McCabe stripped to the waist, seen
Step the plot defying blue cast-steel —

“Here is the march along these iron stones”
That was the year of the Munich bother.
Which was more important? I inclined

To lose my faith in Ballyrush and Gortin

Till Homer’s ghost came whispering to

my mind.

He said: I made the Iliad from such A local row.
Gods make their own

importance. (Kavanagh 1960, 23)

CM: Talking about the fairy tales Dowcha-Boy and the story of Mossie and Sister Francesca,
why did you use so many funny comments, so much irony? I particularly liked when he “decided
to walk with his wings folded behind his back chirping a tune like a Local French pigeon from
Picardia” (Creedon 2018, 94).

CC: The Dowcha Boy story appears relatively early in the text, and I really don’t know why
it’s in the book at all, but it seemed like it would be the type of story that would interest a young
seminarian from the Northside of Cork City. It also was a major leap away from the world of
convent and monastic life and I thought it would be good to bring the readers out over the walls
for a little jaunt. But most of all, it’s in there because I really enjoyed writing it, it made me laugh.
And believe it or not, I often laugh as 'm writing, it’s as if I've heard something funny for the first
time. And conversely I've been known to shed a tear. In, Begotten not Made 1 find the scene where
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Mossie the Gardner insists on time alone with the dying love of his life to be very moving. I also find
the moment when Brother Scully eventually meets Sister Claire after fifty years gets me every time.

Speaking of birds? We have a story here in Cork. As you know the River Lee splits in two
so there’s the North Channel and the South Channel, well there’s a story of a man from the
Northside who worked in Beamish’s Brewery, located on the South Gate Bridge, on the South
Channel. Every day after his lunch he walks the full length of the South Main Street and the
full length of the North Main Street and shakes the crumbs from his sandwich wrapper into
the river at the North Gate Bridge. He then walks all the back down the North Main Street
the South Main Street to the South Gate Bridge and goes back to work. One day a workmate
asked him why he didn’t just empty his crumbs in over the South Gate Bridge like all his other
workmates. And the Northsider replied that he'd rather feed the Northside swans than the
Southside swans. The joke being that the man assumed that the wild animals like birds, swans,
ducks, had the same sense of place and deep local loyalty as he had.

Likewise, I wanted to put that sense of cleverness in the pigeon or in the storytelling about
the pigeon, so the pigeon pretended he was a local pigeon by whistling a song about a local area
in France. It’s just stressing that sense of place many humans have but in this case imposing it
on a pigeon — a homing pigeon.

CM: I was delighted when I discovered the front covers gallery of pictures of your books and
in particular of Begotten Not Made from all over the world (Books by Cénal Creedon) and I
immediately joined in. Now youve collected quite a few, it could become a publication of its own!
1t would easily capture your readers attention! I'm delighted to be part of it!

CC: The photographs of the book arriving in from around the world just took off sponta-
neously. People, many of whom I dont know personally and I will never meet in my life, saw
the fun in it and just joined in.

It all began maybe a year and a half ago when a young couple, Morgan and Nora, took a photo
in the back of a camper van of a sunset in New Zealand, and by chance Passion Play happened to be
on the table in front of them. Then maybe two weeks later they were on a train in Siberia, and they
took a photo of a few Russian beer cans on the table, but the book also happened to be in that photo.

I think when people saw those two photographs posted on social media, it somehow inspired
people to start sending photos of my books from wherever they were in the world. Some really
mad ones arrived. My favourite include the photo of Elvis Presley holding the book in Las Vegas,
and another one is taken underwater in the Sea of Cortez, and there was a Cork City Council
delegation to Colombia who took a photo of my book 7he Immortal Deed Of Michael O’ Leary
in Colombia and sent it back. People just seemed to get into the spirit of it. And then a guy on
Twitter decided to gather as many of the images as possible from social media and put them
on a Google Map. People are very kind. Another guy, who is an ambulance driver, decided to
go through Passion Play and make a full music tracklist of all the songs as they appear in the
text and put it up on Spotify (“Passion Play the book; Pluto’s musical journey”).

Really, I get such joy out of that sort of thing. When people do such kind things for no
reason other than they just like what I'm doing. I feel the same about you, Fiorenzo and Piera
who just decided to pick up my little bookeen and give it all the time you give it. ’'m so appre-
ciative of people’s support and encouragement. Sometimes I'm walking down town and a taxi
driver rolls down the window and shouts out something like: “Dowcha, Cénal boy! One of
our own!”. And that’s all it takes to keep me on track. I mean who else in this world gets that
sort of personalized encouragement. It’s a very privileged place to be.
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CM: Is there a similar structure in Passion Play and Begotten not Made?

CC: In one way the two books are totally different. Passion Play is chaotically episodic, while
Begotten Not Madle is story-based and extremely linear. But now that I'm forced to think about
it, I realize the two books are incredibly similar. To begin with, the two books take place over
one full day. And the day is the eve of a very important celebration in the Christian calendar,
the death and birth of Jesus Christ respectively.

The two main protagonists spend that full day confined to a room, the room in both books
is cell-like, both characters are afraid to leave their respective rooms, both characters have serious
emotional and psychiatric problems, both protagonists are living with a sense of love lost. Jesus!
Maybe they are totally autobiographical! (Laughing out loud here).

So they create a whole life within the room. But eventually both Brother Scully and Pluto
realize they must leave the room in order to find some sort of internal calm and put the world
right. ’'m laughing here, when I say, I must read those books again and find out something
about myself.

CM: In the video interview where did you read the pages from Passion Play, from the North
Monastery hill? So the places Pluto is describing as his view of heaven are actually in the background.
1 walked up there last Easter. It was stunning! I did it very slowly taking pictures while I was going
up. Yes from there you have an immense wonder magic view.

CC: With regard to the reading of the extract from Passion Play in the film clip - this is the
final page of Passion Play and I read it in a location from where the last scene in Passion Play
actually unfolds, Bell’s Field, at the top of Patrick’s Hill. And absolutely, this is Pluto’s view of
heaven as described in the text. The point being made that this place, this “city of pain’ that
drove Pluto to take his own life, is also his heaven. Heaven and Hell are two sides of the same
coin. By the way, this location, Bell’s Field is also the location of the crucifixion scene in my
millennium pageant, 7he Trial of Jesus (see Creedon 2014).

CM: In these 20 years, while you were creating other works, plays, videos, documentaries, giving
readings, producing and directing your plays in China, New York and Ireland and working on the
new publication, you were already planning a follow up to Begotten Not Made, how much have
you produced so far?

CC: I have a lot of my next novel written. As I told you its working title is Glory Be To The
Father, I've been working on it since the publication of Passion Play in 1999. It’s like Passion
Play in structure, which is extremely episodic, not a linear narrative and trusts that the reader
will take the leap of faith and follow. Begorten Not Made is very much a linear narrative. It
started out as one of the narrative strands of Glory Be 1o The Father, but it all became far too
big and unwieldy. I'm still not sure exactly how to finish Glory Be 1o The Father. There are two
obvious options at the moment, I'm sort of confident that in the act of bringing it all together,
the ending will write itself.

CM: Getting back to the structural narrative points I saw in Begotten Not Made, here’s my point
Plutos/Scullys drone survey of Cork is like Joyces last page of “IThe Dead”, a peacefully and pacifying
blanket of words as the blanket of snow underneath which lies the whole of Ireland. In your case, from

microcosm to macrocosm, the whole of Cork as the whole of your universal world. Do you agree?
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CC: It’s very nice that you draw similarities between my structures and the mighty Mr
Joyce. To be totally honest with you, 'm not very comfortable about the work being compared
to other writers really. I suppose, finding similarities could be a bit like making the predictions
of Nostradamus fit a narrative. And of course, Joyce casts such a large shadow in the context
of Irish writing that the very notion that a similarity is identified can become a bit of an al-
batross slung around my neck, it certainly could make a writer self-conscious of style rather
than letting it flow and seeing where it leads. And because every missing comma of Joyce has
been analysed and re-analysed, there’s always the concern that writers might be subconsciously
using Joyce as a template.

Having said that, I think your analysis of Begotten Not Made and Passion Play is correct. Not
that I had thought about it before, as it turns out, using that structure was totally unplanned. But
you are right, it’s as if both characters Brother Scully in Begotten Not Made and Pluto in Passion
Play go through a massive internal mental maelstrom in the body of the text, a total meltdown,
and then when it’s all over there is a moment of clarity followed by total calm. I find it interesting
that you identify this, because my next book also seems to be heading the same direction. If I
consider it truthfully, it more or less sums up my personal natural disposition fairly accurately.

Whenever I either witness or experience or engage with traumatic or challenging situations,
I'm inclined to drive headlong into such situations knowing it’s not going to end well. I invari-
ably confront complications head-on without an exit strategy or a Plan B. Sometimes it works
out, sometimes not. But eventually, when I'm out the far side and the dust has settled I always
find it reassuring to remind myself that there’s a great big world out there. I seem to confront
my fiction the same way. I've been writing a book for almost twenty years and I don’t know
how it’s going to end, but when the time comes — and I'll know when the time is right — I will
sit down and drive it straight at the wall, confident that the resolution will become apparent.

Similarly in real life, having confronted the complication without an exit strategy, eventually it
all becomes resolved for better or for worse. And it’s as if I restore the calm by envisioning the family
unit tucked up in bed asleep, or sitting by the warmth of a glowing fire, with a gale-force winter
storm howling outside. Regardless of how bad things might be in a personal sense there is always
that blanket of calm that wraps up the world and keeps those close to me safe. I have the capacity
to switch from the intensity of a microscopic chaos to the calmness that the big picture offers.

Exactly as you say, switching “cosmos’ to bring calm. Interesting you mention that, because
that is how I really feel about life. It’s not the end of the world until the end of the world and
even then we might be going to a better place.

CM: Your work seems to be character-driven rather than narrative-driven, is that a conscious
decision on your part?

CC: To tell you the truth, Conci, my writing is basically about me trying to figure out
my observations of a lifetime. Writing for me is all about the process. Realistically, publication
is not that important to me, except there comes a time when I have developed a world and
characters on paper, and obviously I then publish the book or have the play produced. Even
my film documentaries are really a self-exploration.

My fiction is totally driven by characterization. Similarly my documentaries are all about
developing characters, and if a character is strong enough the narrative only gets in the way. A
really well defined character will expose/explore a narrative even if he/she is only going to buy
a bottle of milk. I feel if the narrative is too strong, in other words if it’s all about the “story’,
well then the writing can become like painting by numbers and filling in the narrative blanks.
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CM: But I don't think it's only characterization. You often convey poetry to your texts. Remember
first and last pages in Passion Play?

CC: Those “poetic’ sections you mentioned sometimes come very late in the writing
process, and find space to develop during the re-drafting. Sometimes those sections come in
very early in the process, like a theatre director creating a set from which the actors can come
alive. If you examine those sections, they usually establish a strong background from which
the character can step, fully-formed. Those descriptive passages invariably are set dressing and
not narrative-driven.

CM: But don’t you have a general idea to develop while going on?

CC: Not really. There always is a very simple overarching A to B narrative. But I get to
know characters by writing about them, and eventually when I do get to know them they write
themselves and that’s when narrative begins to be formed. So, for example, with the novel I
am currently writing, I have no idea in the wide earthly world how it’s going to end, but that
will become apparent when the time comes to finally sit down and write a few final drafts. The
basic story line — or, as I describe it, the A to B — is very simple. A: A man walks out on his
pregnant girlfriend on Christmas Eve; B: 'm not sure, he either returns home, or keeps going.
But that is the full total narrative arc. In between the A and the B the reader is brought on a
most fantastical roller-coaster ride of characters. It could all be nonsense, but that’s what I'm
writing and that’s what I'm enjoying writing and publication is so far from my mind at the
moment. It’s just writing for the pure joy of writing.

At the moment I'm thinking that the main character is actually going to his own birth,
but it may end up much simpler than that. We'll see.

CM: Yes they are manifested by the characters mental labyrinthine wanderings ...

CC: Apologies if my answers to your questions seem defensive, prevaricating or evasive,
but I find it difficult to process why I write, how I write or why I write in a certain way. I don’t
ever really think about those things while I write, it’s all very organic. Each day a new me sits
at my desk and writes. I guess what I'm saying is that I don’t have an overview of my work. I
don't have a sense that I'm writing or working to a plan. I don’t have a strategy. I guess, as a
writer, ’'m not disciplined but I'm highly motivated.

I could very easily decide to sell my house and open a B&B in the morning, or move
away to live in a warm climate, drive a taxi. I actually do play with that idea. I suppose what
I’'m saying about character is that 'm not really interested in narrative. It's why I don’t write
detective stories or mysteries, with big convoluted storylines.

Obviously my work has a narrative, but I like to keep the narrative very simple, and 1
usually present the conundrum of the narrative at the beginning of the tale and finish it at
the end, and that gives me the freedom to go anywhere I want to go for the other 300 pages
between the covers.

So, for example, Passion Play: A) a man contemplates suicide; B) man commits suicide.
Those are the two bookends of the book. That is the narrative. But in between I have the ability
to go all over the place. Likewise, in Begotten Not Made: A) a lonely old man thinks about a
love encounter in his youth; B) a lonely old man decides to seek out and reconcile the love of
his youth.
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In between that opening and closing I have the opportunity to travel wherever I wish within
the mind of the character. Basically for me the more simple the overall story A to B, the more
complicated I can become within the exploration of the character. I sort of feel that if I satisfy
the reader with a strong and simple beginning and a strong and clear end, the reader will be
more inclined to invest in the spiraling, offshoot, sidetrack characters.

CM: Could Passion Play and Begotten Not Made be seen as two Bildungsroman?

CC: I guess you could say that. Both novels explore the profound effect the formative years
have on the final years of the protagonist as he nears death. But the novels are not nostalgia for
the sake of nostalgia. In fact, I'd say the very opposite to it, they are very current and hold a
mirror up to the complicated, challenging and sometimes ridiculous ways of the past. I guess
you put your finger on it when you noted that there was a profound shift in the western world
in the late 1960s-1970s, a dramatic change fueled by young people. As it turns out, both of my
protagonists’ formative years straddle that specific window of time, when change was so dramatic.

In Begotten Not Made, the conservative Deputy Head Brother Lynch identifies this change.
He sees it coming down the tracks and blames it on television. He blames it on modern ways
and the spoiled children of the Baby Boomer generation. And that more or less sets up the
counterpoint; the moment of change in the world and how the protagonist deals with it.

Brother Scully’s formative years were just at the wrong side of that change, so he didnt
have the courage to leave religious orders, he stayed in the monastery. Whereas, Brother Crow-
ley, who was only a year or two younger than Brother Scully, was born into the generation of
change, so, he had enough confidence to walk out of the monastery. It’s obvious that there is
a certain amount of unspoken respect and pride in Brother Crowley’s courage to walk away
from God. I guess one of the big explorations of the text is that the last generation of religious
orders did not get the life they had expected to have in old age, they didn’t get the respect that
their predecessors received.

When I was a kid, every family had a few members in religious orders and they were a huge
source of pride, but then within two decades they were vilified because of the various church
scandals. That must have been very difficult to accept for that last generation of clerics to join
religious orders in the 1960’s.

CM: Just wondering, have you ever written by hand?

CC: You'll laugh, but I write almost everything by hand. I find it flows better on the page
than on the screen because the screen shows all the incidental, superfluous imperfections, tabs,
spacings, spelling, punctuation etc., that get in the way when I'm in a flow, and I continually find
I'm correcting things on screen rather than just going with the flow of where the pen is bringing me.

Also, when I'm working on a screen and the manuscript has stretched to a few hundred
pages I really find it difficult to gauge where I am in a script, despite page numbers etc., unless
I’'m working off hard copy. And there’s nothing like the accuracy of making edits and margin
notes with a pen.

A few years ago my sister found a mountain of my handwritten stuff, about 30 or 40 hours
of hand-written radio drama.

Every year, 'm invited to give a radio drama master class in University College Cork. I
usually bring the scripts in to the students and spend an hour telling them about the correct
technical way to present radio drama scripts, including sample templates from the BBC. Believe
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it or not, but radio drama scripts are extremely specific in their layout, probably more detailed
than film scripts. It’s amazing how engaged with detail students become. But having spent an
hour explaining the detail of the layout, inevitably, the students ask a lot of questions about
margin widths, and page numbering, and font, and type size.

But, just before the end of the hour, I lift up this big garbage bag full of hand-written scripts,
written in different colour pens and markers with doodles on the page and drawings and notes to
myself etc., these scripts have no structure at all and are just pure chaos on the page, and I tell the
students: “Now that I've told you the academic expectation of how a script should look, I will tell
you to totally ignore and forget everything I've told you and just write from the heart”. And you
know what? They absolutely get it! It’s like they realise that part of the function in education is to
reflect on what the course details demand. Meanwhile internally they know their heart and their
emotional connection with the work is somewhere else. And then we spend the second hour in
deep immersion, digging into the nitty-gritty, meat and potatoes of radio writing, character form-
ing, voice modulation, nailing multi-character dialogue, sound effects, timing, music, narration,
monologue versus dialogue ... and that’s when the notebooks are put away and the sparks fly.

So, yes! The short answer is, I write most things longhand, and then type it up and then
work off the screen after the 1st draft. Then at a certain stage I print it out and work on the
typed page with a pen every now and again, I input the changes on screen and reprint and make
more changes by pen. I am currently on maybe draft number 20 with Glory Be To The Father.

CM: Oh my God! 20th draft, unbelievable, its like painting and repainting till you get the
perfect refined finish to it. At this stage is it language that you are refining?

CC: To tell you the truth it changes. Mostly it’s about making it flow better, especially for
the spoken word. But sometimes it could be something as simple as changing a character’s name.
Other times it can be weaving a new overlay, a new theme, and often when I'm writing I leave
big tracts unwritten, just with a note to myself in the margin to go back and write stuff. And
when I say 20th draft that doesn’t mean re-writing draft after draft. I've been enjoying this pro-
cess since 1999, so it’s more like a guy who makes model aircrafts or puts ships into bottles. I go
back to this script again and again when I'm not doing anything else. I have a few such projects
on the go, and must say it’s what I love most about writing: the very nature of writing with no
other requirement than to just write for the sake of writing; this stuff might never be published.

CM: I'm sure that it going to be impressive and successfull I think that readers who are unaware
of the microcosm of Cork, like me at the very beginning, will be delighted to cross the border of The
Undiscovered Country to quote Bernard Benstocks famous book about Joyces Ulysses, led by your
realisticlunrealistic walks through the Second City.

CC: Not so sure if the finished product will be impressive or not, but 'm having a ball
writing it. And my best hope is that microcosm of Cork will fit any microcosm crossroads,
village, town or city in the world.

CM: If you deeply enjoy what you are doing, it will certainly surface through your text. And
Jollowing your works since Passion Play through The Cure to Begotten Not Made it has made me
a literary “flaneur” as Walter Benjamin’s words report: “Not to find ones way around a city does not
mean much. But to lose ones way in a city, as one loses ones way in a forest, requires some schooling.
Street names must speak to the urban wanderer like the snapping of dry twigs, and little streets in
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the heart of the city must reflect the times of day, for him, as clearly as a mountain valley” (Benjamin
2006 [1950], 53). And one does not get lost, but loses oneself, wants to yield through ‘topographi-
cal” wanderings. I've always loved “losing” myself in cities or places, it was a matter of discovering
something new any moment, but being a photographer I've developed it to a greater extent, enjoying
every step as we did when we traced back Plutos life throughout Cork.

CC: On the subject of cities and streets and street names and losing oneself ... Malachy
McCourt, Irish-American actor/writer, happened to be at my play 7he Cure in New York a few
months ago and he invited me to his radio program at WBAI Radio the following day, and gave
this very kind review of my play: “I saw it yesterday. Good writing knows no ethnicity. Good
writing knows no nationality. Good writing is good writing — not alone is this good writing
it's excellent writing. Very personal writing. Very humorous writing. They say if Dublin was
burnt down it could be rebuilt again by reading the work of James Joyce, well the same could
be said about Creedon’s work: Cork city could be rebuilt from his words”.

CM: But it is Joyce himself who says it when referring to Ulysses
CC: Well maybe Malachy was quoting Joyce? Bless him.

CM: “ T want, said Joyce, as we were walking down the Universitiitstrisse, ‘to give a picture of
Dublin so complete that if the city one day suddenly disappeared from the earth it could be reconstructed
out of my book’” (Joyce qtd. in Budgen 1972, 69). Yes he was definitely doing it! You must be flattered.

CC: It was my first time meeting Malachy. Obviously I've known of him for a long time,
but was absolutely delighted when he turned up at the play. Malachy is a very lively 88 year-old,
he’s got his finger on the pulse. The venue where the play was on is a really dark cellar down
a very steep, winding stairs and it was very crowded there. It’s a rock music venue, “Arlene’s
Grocery” on the Lower East Side. The Ramones Lady Gaga and Blondie and the New York
Dolls all played there over the years. It holds about 200 people at a crush. So I was very flattered
that Malachy would seek it out and came along. He came along and stuck around to keep me
company for a good while after. Well honoured I was. It was a fairly fab afternoon, the Irish
Consul General, Ciaran Madden also turned up. And the greatest surprise of all was that my
nephew, Edmund, turned up. He didn’t know I was in New York, he just turned up to see the
show. I was well surprised to see him and his wife there.

Back in 2009, when my other two plays were premiered in New York at the Irish Repertory
Theatre, Frank McCourt, Malachy’s brother, was my guest of honour, and the poor man died a
week before the play opened, but his widow, Ellen was there, and that was very sweet of her. I
had not met Frank or Malachy before, so it was very nice that they supported what I'm doing.

CM: The Cure (2005) is my favourite play, 1 felt I could follow the grandfathers nose up
through Cork. Once I thought that it could be interpreted by a dancer while somebody was reading
this part of the play!

CC: The mad thing is ... my favourite play of the Second City Trilogy is After Luke, and
audiences seem to like When I was God more. Then again, 7he Cure is the most personal of the
three. The character actually walks past my house in the play, twice — how mad is that! 7he Cure,
picked up two awards at New York Theatre Awards in 2013, Best Actor Award & Best Director
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Award, and I was nominated for Best Playwright Award. 7he Cure is the play of the Trilogy
that has been produced most often, probably it has got to do with the logistics of putting on
a one-person play. It's had maybe four productions in New York and a production in China.

CM: China has been an important haven an important haven for your literary career. Can
you tell us about your experience there?

CC: I was in China in 2009 for a three-month Writer-In-Residence, with the Shanghai
Writers’ Association. I had been there the previous year as a guest of the Shanghai International
Literary Festival. I went back the following year with two of my plays, When I Was God and After
Luke performed at the Shanghai World Expo. I returned in 2011 for the Shanghai JUE Festival
with another one of my plays, 7he Cure. 1 performed a series of concerts with John Spillane in
2013 and the Chinese Writers’ Association invited me back as guest of honour in 2018.

Coming from Cork, China was such an immense culture clash. It absolutely woke me up.
Even the simplest of tasks such as buying a bottle of milk is an experience. I've come to know
many Chinese writers and performers at this point and it has always been a positive and enhancing
experience. I am very grateful for the series of events and twists of fate that brought me to China’s
shore. Having toured plays, presented concerts and screened my documentaries in Shanghai,
you'll appreciate I could write a book about my experiences in China. But simply put, China has
thought me so much about myself, it has offered me an incredible perspective on my life in Cork,
and working in Cork. It’s very liberating to know that there is a whole world out there, and the
realization that a few city blocks in Shanghai would represent a population larger than the total
population of Cork, really gives perspective to the pettiness of small town life.

Long before I ever had any idea or interest in going to China, a decade earlier, back in
1999, the International Community in Beijing produced a very nice publication to celebrate
the Millennium. They requested a story from me which I forwarded to them, and some months
later when the publication arrived in the post from China, I was well honoured to realize that
they only included two writers. I was one — the other was Seamus Heaney.

CM: Was there any significant event while youve been touring around to read from Begotten
Not Made?

CC: Ah sur’ listen, every reading is a potential pantomime, there is an aspect of every single
live performance that is a learning curve. I've been at readings where scuffles have broken out. I
love giving readings, I do suffer from extreme nerves right up to the moment I open my mouth
and then it’s like an alter ego kicks in and I just roll with it and it’s liable to end up anywhere.

But speaking of Seamus Heaney. A few years back, I was doing a reading in Bantry Library,
and lo and behold who turned up at the reading only, Seamus Heaney. Totally unexpected.
Seamus is from the far north of Ireland and Bantry is on the furthermost south coast of Ire-
land. It just so happened he was in Bantry that day so he dropped in to the reading. It was
like having Elvis in the building. I decided to cut my reading short and invite him up to read.
Of course, everyone wanted him to read, but he didn’t have any of his own books with him. I
think he was just being a gentleman and not wanting to steal my limelight. But I pointed out
that we were in a library, and they had all his books on the shelf, so up he came and read from
his work. Really, it was such a brilliant, fun afternoon. For me, it was like being the warm-up
act for the Rolling Stones. I like when readings take an unexpected turn, keeps it a little bit
rock “n” roll. It was fun, off the cuff and unexpected, and I like that.
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CM: A very happy coincidence together in the Chinese Millennium celebration and together at
the reading in Bantry, pure coincidence and such sweet memories.

CC: Isn't that what lifes all about, making sweet memories ... More sweet memories and
less bitter memories is the way forward!

CM: Have you employed different language registers, Cork Hibernian English, according to the
various characters both in Passion Play and in Begotten Not Made?

CC: Not sure of your question, but if you are wondering if T use different styles of language,
micro-dialects, I do. Maybe it’s because I have written so much radio, but 'm subconsciously
extremely conscious of having different voice modulations. I can look at a page of dialogue and
tell who's speaking, not by the words, but by the very length of the sentences. We all speak in
very individualistic ways, and if I can tune into that enough it means I can dispense with much
of the: he said, she said, and worst of all, he said wistfully. Let the language flow.

I find that there is a whole genre of fiction portraying working-class characters in a dark
world of drug taking, prostitution, crime, speaking with coarse language, so I decided to do a
total flip on that and explore a working class that is universally more educated.

Christian Brothers are recruited from working-class families. So basically, I was presenting
a character with a working-class morality, culture, background, values, but with the added
bonus of being educated, his intellect and terms of reference would have been a little broader,
his language would have been less coarse, his expression slightly more informed. So it was
presenting working-class values, but with a more educated understanding,.

CM: I think that in Passion Play, Pinko, Pluto, Fatfuka, all have a different idiolect, a kind
of personal language whereas in Begotten Not Made they are all educated so they speak the same
way, is that true?

CC: Not really. In Passion Play, Pinko, Pluto and Fatfuka all have the same accent and
speak the same micro-dialect, because they all come from the same place. But the voices and
accents of the various characters who live in the bedsits in Pluto’s house speak in very identi-
fiably different voices for many reasons, not least it presents a reference point to a character’s
past life. The tonal differences are acute and obvious: Monk is an Irishman returned from UK
and he speaks with a UK-“oirish” accent with constant use of words like, “mate” and “over”
referring to his years in the UK, Herman is German so he has a German accent, Brenda whose
use of the word “Love” at the end of a sentence is consistent etc. That diversity of language is
not the case for the characters in Begotten Not Made. 1 guess the feature of Begotten Not Made
is that they all speak with the same accent. It's a monastery. And broadly speaking they’re all
from the same background. And even if they don't come from the same place, there is a type of
Christian Brother/Religious Educator tonal quality they seem to pick up in the seminary. Its
as if they are continually talking down to a student, they have the tendency to be patronizing,
they ask a question and then answer their own question, representing a culture of authority, very
typical of the stereotypical Christian Brother. The voice and style and modulation in Begotten
Not Made is consistent among clerics. It is very different, more informed, more confident than
you'll find among Pluto’s friends in Passion Play. But, by the same token, Pluto’s friends of his
youth all speak with their own similar micro-dialect.
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CM: As Walter Benjamin said: “Work on good prose has three steps: a musical stage when it is
composed, an architectonic one when it is built, and a textile one when it is woven” (1996 [1972],
460). 1 find that your novel has got a rhythmic scaffolding, at times its text runs very fast, especially
in roller coaster dialogues, then it takes a breath, especially in contemplative views from Brother
Seullys window, what can you tell me about the musicality of your novel?

CC: To tell you the truth, no less than any other writer, I do like to include an aural
rhythm, metre and even sometimes I'll dip into a slight rhyme, or the feedback I can achieve
by slipping in an echo of repetition and alliteration. The truth of the matter is that it’s very
easy to over indulge the flowery nature of words on a page and for me that can kill dead the
spontaneity of the prose. So I also work at not making it appear too apparent or contrived on
the page. The idea is that it should read lyrically when read out loud. I guess some would call
it the “work” of being a writer. ’'m inclined to call it the joy of being a writer.

CM: Conal, I feel I must thank you for giving me this precious opportunity to interview you
online, we probably invented a new method! It has added value to my lockdown. I feel I have been
able to go “Beyond visible, beyond your visible world”.

CC: Thank you, Conci, for taking the time to unravel my contorted thoughts and for putting
them into a logical order. I look forward to seeing you next time you are in Cork. We'll go for a walk!
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Four Irish Poets

Frank Sewell

Ulster University (<f.sewell@ulster.ac.uk>)

The poets whose work features in this short section represent
just some of the diverse strands that exist in modern poetry from
Ireland. Their work (or, rather, some of it) links directly and/or
tangentially to the current volume’s theme of ‘minorities’.

Miirtin O Diredin was an Aran-island poet, a native speaker
of Irish, who moved to the cities of Galway, then Dublin, for
employment; thereby moving from Gaeltacht (an Irish-speaking
region) to Galltacht (a predominantly English-speaking region).
Writing in a minority or minoritized language, he was naturally
concerned with what Oswald Spengler had termed the “mor-
phology of culture”, the idea that cultures (like species) could die
out: ancient cultures such as the Babylonian, recent ones such as
the ‘Anglo-Irish’ (as some critics have called it), and still extant
ones, including the Irish or Gaelic. A genuine pluralist, O Di-
redin saw part of his poetic duty as learning from and celebrating
diverse cultures. In doing so in his own marginalized language,
he showed the ‘power and substance’ of a minority language and
how much it can enrich the culture of an entire country, just as
it once inspired writers such as J.M. Synge.

Cathal O Searcaigh, likewise, writes in Irish, his native
language. A prolific poet, with a range of themes, he was born
and lives in the County Donegal Gaeltacht. Among his concerns
is that the love that once “dared not speak its name” should be
able to speak out openly and lovingly, rather than being shut up
or shut out for being in a minority.

Stephanie Conn is a relatively new voice in Irish poetry,
publishing several collections of poems since 2016. Among her
interests are female artists of the past and present, including
Frieda Kahlo who is given voice in the poems selected here.
Kahlo was overshadowed in her own lifetime by Diego Rivera
and often underestimated by (male) art critics, but has increas-
ingly been recognised for her talent. Conn highlights Kahlo’s
personal courage in the face of illness and also her identification
with elements of Mexican culture such as the Tehuana, who have
been marginalized and underestimated.

Bernadette Nic an tSaoir, like O Searcaigh, is one of Ireland’s
contemporary Irish-language poets. She has published six collec-
tions of poetry. In the first poem selected below, she celebrates
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one of the princes of Irish culture: the composer Sedn O Riada who contributed much to res-
cuing Irish traditional music from the margins, from being the prized possession of a minority
to gracing (increasingly) world stages and international film scores, etc. In some of her other
poems, she focuses on less celebrated figures, characters from the margins and/or minorities,
those whom Seamus Heaney (in “Mint”, 7he Spirit Level) has termed “the disregarded ones we

turned against / Because we'd failed them by our disregard”.

Mdirtin O Diredin
“Omés do John Millington Synge”

An toisc a thug td chun mo dhaoine
On gcéin mhéith don charraig gharbh
Ba chéile 1éi an chré bheo

Is an leid a scéith as 1éan is danaid.

Nior éistis scéal na gcloch,

Bhi éacht i scéal an teallaigh,
Nior spéis leat leac nd cill,

Ni thig éamh as an gcré mharbh.

Do dhuinigh Deirdre romhat sa réd

Is curach Naoise do chas Ceann Gainimh,
D’imigh Deirdre is Naoise leo

Is chaith Peigin le Sedinin aithis.

An leabhar ba ghnéth i do dhéid

As ar chuiris bréithre ar marthain;
Ghabh Deirdre, Naoise is Peigin clé

Is thug léim ghaisce de na leathanaigh.

T4 cleacht mo dhaoine ag meath,

N1 cabhair feasta an tonn mar fthalla,

Ach do dtaga Coill Chuain go hlnis Medin
Beidh na bréithre a chnuasais trith

Ar marthain fés i dteanga eachtrann.

(1957)

“Comhchrioch”

Faoi do mhuintir an diallait,

Is gunna leo chun fiaigh,

Ina ldmha an ghlac 6 chian,

An sléachtadh rompu, an riar:
An tsrathair ar mo mhuintir féin.

Ar an tseandit s il leat tracht
C4 miste dul i do dhdil;

An 14 a bhfuil srathair is diallait
Faoi iamh sa mhdsaem

C4 moér nach ionann dr geds?

(1966)

“Homage to J.M. Synge”

Just what brought you to my people
From foreign luxury to rugged rock

Was something akin to the living clay
And inklings derived from grief and loss.

You never heard the stones’ story,

The fireside tale caught your ear;

Nor showed interest in slab or churchyard;
There’s no entreaty from clay that’s dead.

But Deirdre appeared on the road before you
And Naoise’s currach turned Ceann Gainimbh;
Deirdre and Naoise went their way

And Pegeen cursed and swore at Shauneen.

Mostly, you had a book in hand

And, from it, brought the words to life:
Deirdre, Naoise and Pegeen took shape
And leapt, unbounded, from the pages.

My people’s ways are in decline,

The wave no longer a protective wall,
But till Cuan Wood comes to Inishmaan,
The words that you compiled once

Will still live on in a foreign tongue.

(Trans. by Frank Sewell)

“Winding Up the Same Way”

Under your people the saddle,

And they had guns for hunting,

The reins in their hands for centuries;
They were served and bowed down to —
On my people was the yoke.

Since you like to talk of the old place,
Why don’t I go there with you?
The day when yoke and saddle
Are locked up in a museum,
Won't our position be the same?
(Trans. by Frank Sewell)
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Cathal O Searcaigh
“Antinous”
-- Ammon, file, d chaoineadh in Alexandria, 133 AD

Buachaill bocht as Bithnia

ach faoi bhldth agus faoi mhaise na héige
b’eisean an té a ba deise

d4 bhfacthas ariamh in Alexandria.
B’eisean Antinous na hiilleachta

ar thug an tImpire taitneamh dé agus gra.

Bhéarfd mionna gur gineadh é gan smil,

bhi sé chomh dea-chumtha sin

i ngach ball, chomh caoin ina mhéin,

chomh séimh ina ghné. D4 mba toil liom na déithe
déarfainn gur iadsan a mhunlaigh ¢

as cré dhiaga na gnafdlachta.

Chifinn ¢ 6 ham go ham sa giomndisiam

agus sa leabharlann ach ni raibh sé de dhdnaiocht ionam
labhairt leis. B’eisean an comrddafi rioga

is ni raibh ionamsa ach cléireach uiriseal

i seirbhis na hImpireachta. Mar ba dual do mo chinéal
bhi orm urraim a ghéilleadh dé i gcénai.

B’eisean mian sdl an tslua, fir agus mn4,

bionann a geds, b'dil leo bheith i gcaidreamh

leis an bhuachaill seo a b’dille dealraimh.

I dtaca liomsa de, ni raibh a thaibhreamh dombh ach ¢,
a bhéal le mo bhéal, a ghéaga i mo thimpeall;
bhéarfainn a raibh i mo chnamha ach dlatha leis.

I gcénai buan agus daingean ina dhilseacht

dd leanndn, nuair a thdinig am na hachaini

gan gheardn, d’iobar sé ¢ féin sa Nil i nduil

is go ndéanfai an tImpire a shdbhail

6 thubaiste éigin a bhithear a thuar dé.

D4 mba rud is go dtiocfai an chinnitint a ordd!

Anois td a dhealbh le feicedil i mbailte na riochta

is td a fomhd buailte ar bhoinn airgid na hImpireachta.
Le homés 6 dfhégpir an tmpire ina Dhvia é agus cé

gur eol dtinn nach bhfuil sna déithe ach miotas & mianta

is aoibhinn linn go bhfuil Antinous, buachaill a ghéill

do chlaonta na Greige, 4r nddlta féin, anois ar ard na gléire.

Antinous na hdilleachta! Antinous na grastilachta!
Sa chdil sin, buan beo a bheas sé anois agus go deo.
Sa staid dhiaga td, fit mura bhfuil ann ach samhail,
buanéidh sé ar feadh na sioraiochta
ionas nach dtig leis an bhds, fid amhdin, diobhiil
a dhéanamh dé né é a chur 6 dhealramh.
(2013)
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“Antinous”
— a lament from the poet Ammon (Alexandria, 133 AD)

A poor boy from the province of Bithynia,
but he was in the flower of his youth,

the loveliest that anyone had seen

in all the city of Alexandria.

For he was the most handsome Antinous,
loved and beloved of the emperor.

Youd lay odds that he was born just perfect,

he was so well-built in body and limb,

so easy on the eye, so statuesque.

And were I one to believe in the gods,

I'd swear that it was they who fashioned him
from the holy clay of beauty itself.

Sometimes I'd see him at the library

or gymnasium but not once did I dare
speak to him. For he was a royal consort,
and I but a humble clerk in the service
of the Empire. True to my station,

all I could ever do was bow before him.

He caught every eye. The women’s, the men’s —
it made no difference; they'd all want a piece
of this prettiest of young men. And me,

I dreamt of nothing else but him, his mouth
upon my mouth, his strong arms around me.
I'd give my marrow bones just to hold him.

Firm and unstinting in his devotion

to his lover, when it was time, he cast
himself into the Nile without a word,
and all to save the Emperor from harm
the haruspices had foretold for him.
O, if only fate could be subdued!

And now his statue is in every town,

his image stamped on coins of the realm.

In grief, Hadrian declared him a god,

and though we know that gods are man-made myths,
we're glad that Antinous, a Hellenist,

like one of us, has now been raised in glory.

Handsome Antinous! Graceful Antinous!
Thus let him live, both now and forever.
And if his divinity is but a symbol,
long may it last through all eternity
so that no-one, not even death itself,
can demonize him or defile his image.
(Trans. by Frank Sewell)
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Stephanie Conn
“Notes on Concealment”

At six years old pull four socks up your shin.

At twenty-six, perfect the swish and swirl

of flowing A-line skirts, trimmed with pleated lace.
Clutter your neck with starched frills, silk ribbons,
sling jade and fire opals from gold chains.

Gather your hair in dark, flamboyant knots,

braid in place with clips and flower blooms.
Present a bold stare that dares any living soul

to look away or look lower, deeper,

to see the withered leg, the limp, the back brace
reinforced with metal bars, leather straps,

the plaster casts: your moulded second skin.

“Under a Gangrene Sun”

They are coming for my foot —
will cut the leg beneath the knee
to stop the pain, stop the poison spreading.

They have been shooting into my arm
for months to make the screaming end,
stabbing deeper into collapsed veins.

My brow softens. You lift your gaze at last
to meet my woozy stare and a fire-star
falls to earth, melting into green leaves

on the ward floor. Before it turns to desert sand
everything is rotten and shifts in a canopy of thorns —
toes swing on stripped branches, hang from beaks.

I hold my peacock ring in my left hand,
a clay deer in my right, try to remember who
brought them, if it was you, sobbing by my bed.

You weren't so sentimental when my heart
shattered yet you blub for my poor dead foot —
birth red turned to brown, black then blacker still.

I love you most of all. You give me wings
and I've never needed them more than today
putting on my Tehuana dress to meet the knife.
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“Sustenance”

I dream of the Sapodilla tree,
her long and twisting root system,
resistance to wind, delicate cream flowers —

small bells that chime inside my foggy head.

I discard the rough brown skin in leaf-litter
share the sweet-soaked flesh of her fruit

with howler monkeys, a sun-blind kinkajou,
while yellow epauletted bats sip at nectar syrup.

My finger-nails sprout claws, slash at bark, slice
the trunk for her milky sap. I know the harvesters
boil and block and cut but I drop to my knees,
let the chicle drip into my mouth until I choke.
(2020)
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Bernadette Nic an tSaoir (trans. by the author)

“Ar Shraid an Phrionsa”

In 6més do Shedn O Riada 1 Liinasa 2010

Leacht cré-umha atd romham inniu
D’thear buan, maorga, gradamuil.

Cuntanés an laoich atd snoite
Faoi ldmh an dealbhadéra.

Chimse an fear é féin, trath
Ag scuabadh leis ar shrdid
Thart an coirnéal chun siopa
Is fuadar faoi;

Lan glaice bonn do thit uaidh.

Do stad is labhair linn beirt go f6ill
Ag tricht ar phort n6 fonn amhrdin,

Pingni rua is prais aige

A bpiocadh den leac sriide...

Sitilaim Srdid an Phrionsa inniu,
Chim an scilling do thit ar leac
Is chim an ldmh do chruinnigh.
B’in Oirféas an Draighin
Ri-Alceimici an traidisitin

A d’iompaigh miotal suarach

I riocht an éir le cor d4 bhois

Is cloch a chuimilt.

Is fearr le Dia gui nd gol.

Mis ansa leis na foinn

Mar this altéra os cionn Suldin,
Thaobhaiomar beirt na Flaithis
Ar Shriid an Phrionsa trath.
(2010)

FRANK SEWELL

“On Princes Street”

In memory of Sedn O Riada Ist Aug. 2010

Now you're cast in bronze,
Majestic, lasting.
A hero’s face carved

By the sculptor’s hand.

But I see you

Hurrying along Princes Street
Darting to a corner shop
Dropping a fistful of coins
Picking them up off the street
Coppers and brass

As you stop a moment to chat
Of a jig or the air to a song....

Today on Princes Street

I see that little shilling

And the hand reaching,
Orpheus from An Draighin
King of musical alchemy
Changing base metal into gold
With a flick of the wrist

And the rub of a stone.

God wants prayers not tears.

If it’s true then He loves those airs
Rising like incense above Sullane,
And we were close to Heaven
One day on Princes Street.



“Cathaoir Pheadair”

San uaimbh laistios den Vatacdin
T4 tuamai marmair na bprionsai

Do shuigh ar Chathaoir Pheadair.

Is ar fud Baisleac Pheadair fhéin,
Leachtanna den chré-umha déanta
In 6més don Tiarna, deirtear.

Or is airgead, mile seod ealaine,
Maoin is péarlai thar na bearta
Anso i geroildr Eaglais Chriost.

Amach liom ar théir gile an lae,
Mé¢ plichta ag an rachmas seo
Is ag an geur i gcéill.

I getinne d’aimsios an both

Is an bhean ag scitdradh leithris,

[ ag brath ar an méid a chaiti chuici
Le greim a chur ina béal.

Da sidlfadh Criost an Réimh inniu
Do shuifeadh sios 1éi sitd,
Labhrédh go cneasta bog léi

Mar a labhair cois Tobar Iacéib.
Do leagfadh ldmh ar bhriseadh croi
Is leigheasfadh pian a saoil.

(2013)
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“St Peter’s Chair”

In the vaults below the Vatican
There are marble tombs of princes
Who reigned on St Peter’s chair.

In St Peter’s Basilica
There are fine bronze statues
To honour the Lord, it is said.

Gold and silver, a thousand jewels,
Paintings, riches and pearls

Are here in the Church of Christ.

I come out for sunlight,
Smothered by the wealth of riches
And pretence.

In a booth behind St Peter’s Square
I meet the cleaning lady.

She is poor, rents the booth

And lives on tips from tourists.

Were Christ to