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Abstract

This thesis explores the dynamics of national and historical
melancholia as invoked in twentieth-century drama of four Irish women,
Augusta Gregory (1852-1932), Teresa Deevy (1894-1963), Christina Reid
(1942-2015), and Marina Carr (1964-). It offers a theoretical and historical
approach to major works that achieved significant success in Irish theatre
but have been diminished in the canon formation. I argue that melancholic
assimilation of socially ‘undesirable’ elements, often a gendered process,
has been a key practice in the social, cultural, and political landscape of both
South and North of Ireland. I propose melancholic performance as the
umbrella critical device to investigate how the playwrights aesthetically
respond to and challenge the gendered discourses of exclusion and defeat.
Distinguished from the conception of performance as a singular act of
expression in the present, melancholic performance refers to the continuous
and compelled engagement with loss, exposing the affective genealogy of
what appears on stage. Employing this theoretical device, I argue that these
playwrights embed melancholic states and performative acts structurally
into the selected plays, although on very different aesthetic or semiotic
terms. Their embrace of melancholia also exposes melancholic alterity —
social elements that the modern/contemporary (Northern) Irish state can
neither fully incorporate nor entirely abandon — as a lived experience for
marginalized (female) subjects in Irish drama. Creatively reworking a
melancholic loss and abjection, however, these playwrights transform the
affective state into a battleground for negotiations between various opposing
forces. This thesis ultimately envisions the capacity of melancholic
performance as a critical tool for elucidating painful migrations occurring
when the boundaries are broken. Rather than aspiring to a positive
resolution to existing conflicts represented in the works, melancholic
performance reinscribes the meaning of struggles, including performative
failure of female agency, as a demand for a change in power relations within

society.
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Introduction

Engaging with Melancholic Performance and Alterity

OThe Politics of Melancholia in Twenti&@lentury Irish Drama by
WomenO explores the dynamics of national and historical melancholia as
invoked in twentietkcentury drama by four Irish women: Augusta Gregory
(18521932), Teresa Deevy (189463), Christia Reid (1942015), and
Marina Carr (1968). These playwrights wrote (and write) for IrelandOs
national theatres, the Abbey Theatre in Dublin and the Lyric Theatre in
Belfast, which have been instrumental in Odefining and sustaining national
consciousness@Murray 2000: 3). The thesis considers how these
playwrights have challenged institutionalised and canonised narratives of
historical memories in the cultural and social formation. | argue that the
teleological canonization of historical narratives hastrouted to the
promotion of a hegemonic national/group identity throughout the twentieth
century in Ireland; the canonization has been characterised by the
melancholic assimilation and exclusion of a history of (gendered)
differences for the ideal of sat homogeneity. The work by these
playwrights presents and contests such narratives in a way that creatively
intervenes in the predominantly masculine environment of the Irish and
Northern Irish theatre. Investigating the authorsO aesthetic responses to
social changes, or crises, at historical moments of Irish nation formation, |
deploy melancholia as has been elaborated in the context of postcolonialism
and gender/feminist theories. Cultural theorists have expanded Sigmund
FreudOs concept of melanchotia ¢heorised it as a critical mode in which
to unravel conditions of being in relation to historical processes of
domination, subjection, and resistance. Throughout the thesis, | propose an
enabling force of melancholia at both aesthetic and critical devel
melancholia creates a representational space for the exploration of historical
losses and alterity, unsettling the domain of presence and allowing us to
avoid the articulation of the sedtyled and autaffective notion of the
individual.

This thesisis concerned with the authorsO aesthetic practices that

enable the subjects and memories lost to Ireland®s hegemonic identity



formation to emerge in complexity against the backdrop of multiple forms
of domination in society: how the dramatists restore relationship of
marginalised peopleOs psychological, physical, and linguistic suffering to
political and historical crises of the outside world. | associate these aesthetic
practices with the playwrightsO embrace of melancholic dramaturgies. That
is, the aithors integrate various sites of loss and abjection into their work in
a hybrid form that combines domestic/social realism pervasive in the
tradition of Irish drama and theatre with alternative genres and semiotic and
symbolic elements of theatrical pemimance. Melancholic dramaturgies
explored in this thesis invoke the complex dynamics of migrations and
subversions between the realms of melancholic subject/power, haunting,
and sufferings of OcategorisedO/marginalised social others: they restore a
threshdéd where the reltion of melancholic subject tost othesis explored

in a way that transforms the fixed time, space, and identity politics. The
embrace of hybridity in form and content, therefore, is a distinct
characteristic of drama of melancholia,kimg possible multiple migrations

of melancholic symptoms (the otherOs melancholic symptoms subversively
opens up symptoms of me, or of the social/political structure). It dismantles
any ideas that melancholic illness belongs to (usually marginalised and
depressed) individuals or groups. Rather, the unsettling of rigid boundaries
enacts a need to rewrite the particular illness in association with social and
historical conditions: the foreclosure of certain identifications, subsequently
producingfailuresof belonging and connectivity in society.

Attention to these dramaturgies exposes how the authors and their
play texts, as well as theatre performancexist in a larger context of
melancholic citationality of literary and theatre history/memBmngpeated
practices of assimilation, accumulation, and dissemination in the cultural
formation that institutionalise patriarchal canon and produce loss of arts by
women. However, instead of reiterating the traditional configuration of
dramatic form and content, tiptaywrights creatively rengage with loss to
expose structural and psychological terms of abjection as lived and affective
state of marginalised beings in Ireland. | relate this creathemgagement
to melancholic performancevhereby the authors allowey characters,

mostly but not exclusively female, constantly to engage with loss, or at



times perform loss by exteriorising the dynamics between desire for
possession and pain of dispossession. Similar to psychoanalytic forms of
Oacting outO indicating teubjectOs compulsory performance of conflicts
triggered by what is repressed or inability to remember, melancholic
performance, rather than claiming a singularly expressive mode of
performance in the present, affectively exposes the genealogy of what
appears on stage.

An aesthetic and critical exploration of constitutive and exclusionary
relations of power through which the subject on stage and beyond has been
formed, melancholic performance illuminates how the totalitarian politics of
identity, at indivdual, communal, and national levels, contains and
disavowsalterity of the other that cannot be articulated along the discursive
principles of dominant narratives. That is, melancholic performance
presents the dynamics between what is performed on stdgelet is not:
as Judith Butler states, Owhat is exteriorised and performed can only be
understood in reference to what is barred from the signifier and from the
domain of corporeal legibilityO (1993: 179). This melancholic performance
opens up space faiterity, or remainder of communal/national assimilation,
that has been turned into the realm of absence but kept alive in the matrix of
(national) subjecthood: alterity that is, in ButlerOs terms, retained OOinsideO
the [melancholic] subject [or natiorgds its own founding repudiationO
(Butler 1993: 3). In the playwrightsO dramaturgies of melancholic
performance, alterity erupts, returns, and indeed ghosts to complicate the
structure of national identity and reveal its incompleteness.

The thesis also cwiders possibilities of melancholia as a critical
framework through the investigation of cultural theoristsO reinvestment in
melancholia and proposes its theoretical efficacy for a more extensive
understanding of these womenOs drama. Irish drama and #iedies have
rarely paid attention to melancholia due arguably to the termOs strong
association with individual pathology the inability of the melancholic
subject to envision future possibilities of transformation as has been
theorised in FreudOs 19%prk OMourning and Melancholia.O However,
cultural theorists such as Judith Butler, Paul Gilroy, Anne Cheng, and

Ranjana Khanna consider melancholia as crucial to the understanding of



destructive effects of power, heteronormativity, colonialism, andmadrs

their theories, melancholia is no longer limited to the individual inability.
Instead, it becomes a critical term that not only explains the existing mode
of domination but also embraces sufferings of those who are abjected from
the social formation.

| propose that a critical framework of melancholia enables us to
think beyond binary categories such as centrality and marginality, success
and failure, or emancipation and subjugation. These categories may be
mobilised in any field of representation tonderstand conditions and
possibilities of resistance, and indeed, numerous critical works based on
feminism and postcolonialism have sought an emancipatory vision in the
arts especially by women. However, the vision for a total refusal of
oppression radally politicising womenOs arts has the risk of disregarding
the conditions of negotiations that women or subjects on the cultural/social
margin face in everyday life. Moreover, those subjects who are considered
to fail to gesture towards a more positivaiop continuously languish on
the margin. The lens of melancholia presents the womenOs drama as an
aesthetic battleground between those opposing forces, elucidating painful
migrations occurring when the boundaries are broken and reinscribing the
meaning ofperformed/assumed failure of female agency as a demand for a
change in power relations within society.

The selected playwrights are prominent figures in the Irish cultural
landscape. Gregory as a founding member of the Abbey theatre wrote more
than forty plays that provided a wide range of staples for the theatreOs
repertoire; Deevy as a successor of Gregory in the Abbey saw the successful
productions of her plays in the 1930s; a writeresidence at BelfastOs
Lyric Theatre in the early 1980s, Reid waw ®f the leading playwrights in
the late twentieth century providing key voices about womenOQs life thus far
invisible in Northern Ireland due partly to the bigoted political conflict;
finally, Carr is a canonical figure in contemporary Irish theatre, leard
plays have been widely performed nationally and internationally receiving
critical acclaim. However, the recognition of the playwrightsO achievement
in Ireland®s national theatres has long been coupled with the persisting

diminishment of their contribion to Irish drama and theatre, which is



operated on the plane of Othe separatist categorisation of women as
gendered artistsO (Sihra 2016: 549). Although the last few decades have
seen a critical challenge against pejorative terms of such categorifiagion,
plays by these playwrights (except for Carr) have continued to remain on
the margin creating an uncanny realm of Irish drama: they are marked in the
canon and yet, their plays are unmarked constituting loss along with a
myriad of plays by Irish womeiThis blatant or inadvertent omission invites

a critical engagement with the plays by these women to challenge the
limitations of canon formation in Irish drama (mirroring, or at least, related
to patriarchal narratives of history) and investigate thewaigitsO creation

of melancholic dramaturgies and interrogation of inequity and abjection at
the centre of lived experiences of the marginalised.

This thesis examines the plays that were instrumental in the authors®
success and/or have attracted acadesaclings by (feminist) scholars of
Irish drama in order to explore the workings of melancholic performance as
an aesthetic and interpretative mode. Particularly, the thesis focuses on
GregoryOs comedgppreading the Newg1904), which signalled the
successful opening of the Abbey Theatre, @nania (1910), her ravriting
of the mythic female OheroQ in Irish folklore. For DeevyOs drama, | examine
In Search of Valou(1931; otherwise known abhe Discipl@, The King of
SpanOs Daughtg1935), andKatie Rochg(1936), all of which explor¢he
young protagonistsO painful journeys in search of agency under the
oppressive conditions of the new Irish Free State. ReidGknbest plays
Tea in a China Cu1983) andThe Belle othe Belfast City(1989), delving
into the familial/individual rites of memorising through storytelling or
performance, are examined for courtarratives to obsessive ethno
identitarianism in Northern Ireland. CarrOs Midlands plEys,Mai(1994),

Portia Coughlan(1996), andBy the Bog of CatsE§1998), have established
her as a principal Abbey writer to the present day. With the notable
exception ofGrania (1910), which was never performed in the Abbey or
anywhere else in GregoryOs lifetime, the playsmudigcussion in this thesis
saw successful productions in the national theatres.

These plays, however, often perplexed audiences and scholars.

Critics, whether feminist or not, voiced dissatisfaction over failure in the



plays to radically reject oppressi patriarchal sign systems or of conferring

on the protagonists any sense of autonomous agency. Ciritical
dissatisfactions also encompassed the playwrightsO dramaturgy of
indeterminacy: the borddrending melancholic dramaturgy, which
incorporates many sgkenres such as Gothic, satire, fantasy, musical
performance, and myth into a recognisable form of domestic realism. For
example, a reviewer of the premiere of DeeviiDSearch of Valour
complained about the playwrightOs Ovesture of reality to clothddtiuhg
skeleton [of fantasy]OO@ Disciple®5 August 1931: 8). Brecken Rose
Hancock, discussing CarrOs incorporation of Othe ghosts of patriarchal
literary authorityO into her dramaturgyTdfe Maj criticises Ohesulpability

in the cycle of repetitiomnd motheblamingO through the perpetuation of
the wounded myth of matrilineal connectivity (2005: 20, 24). Similarly, a
reviewer ofThe Belle of the Belfast Citastigated ReidOs use of songs and
lyrics as a simple addn that damages the artistic igtiy of the play
(Keyes 1989: 27). The unjust condescension to GregoryOs comedy also
continues describing it as merely delightful and improbable farce that lacks
artistry. These OunsatisfactoryO outcomes have often resulted in the
degradation of the playightsO artistic endeavours and the neglect of their
drama in revival projects, which has in turn functioned to subtly erase their
work from the overwhelmingly masculine canon of Irish drama.

This thesis explores anew the Osuccessful® plays of thedselecte
women dramatists with Osuccessful® careers in the Irish national theatres.
OSuccessfuld in inverted commas indicates the limitations of the word to
encompass their plays and their careers in the mainstream cultural
institutions, while also emphasisingeth achievement of reconfiguring the
symbolic register of national theatres and cultures. Rather than attempting to
propose correctives to complaints about the dramatistsO ambiguous
representations of female agency and formal Odisorder®, the aim of this
thesis is to expand the interpretative frame for the ruptingthe women
authors create in their aesthetic engagement with the natamgue that
these dramatists deliberately invoke womenOs symptomatic disorders
characterised by their difficulty or ability to connect with the outside
world. Accordingly, the playwrightsO creation of porous and bbeteding



formal/thematic tensions invites audiences to explore the performed
meaning of failures in relation to social and historical mechanism of
foreclosing the emergence of marginalised people as speaking subjects and
their disconnections from history and society.

In recent years, there have been numerous scholarly engagements in
Ireland in which to redress discourses around the Irish literary canon and
mobilise alternative forms of drama and theatre. For exanidissa
SihraOs edited collection of ess&yemen in Irish Drama: A Century of
Authorship and Representatio(2007), and Cathy LeeneyOs ground
breakinglrish Women Playwrights 19001939(2010) offered a possibility
for new type of historiography of lIrish drama by bringing together
representations of women and elucidating how OwomenQs artistic energies
were the sustaining source for a national theatrical renaissanceO (Leeney
2010: 2). Moe recently, Lisa FitzpatrickOs collected editRerforming
Feminisms in Contemporary Irelan@2013) examines how womenOs
performance of feminism in everyday life shapes and reshapes ideas of
womanhood in contemporary Ireland. Miriam Haughton and Mzrialisr
collected editionRadical Contemporary Theatre Practices by Women in
Ireland (2015) as well as Siobhin OOGorman and Charlotte MclvorOs
collected editionDevised Performance in Irish Theatre: Histories and
Contemporary Practicé2015) expand the scomé Irish drama and theatre
studies by highlighting nemstitutional and no#hegemonic collective
theatremakings, often communitpased performances, as an alternative
mode of challenging the economy of cultural and political power.

In another vein, studs on the junction of memory, history, and
performance have also flourished asEimilie PineO3he Politics of Irish
Memory (2011), Christopher Collins and Mary P. CaulfieldOs edition of
collected essays,Ireland, Memory and Performing the Historical
Imagnation (2014), andlrish Studies and the Dynamics of Memory:
Transitions and Transformation@017) edited by Marguerite Corporaal,
Christopher Cusack, and Ruud van den Beuken. Arduously tackling the
phenomenon of remembering the past as entailing itsapoeis double,
forgetting, the scholars have investigated problematic realms of Irish
modernity and contested the teleological process of history making



variously performed in IrelandOs political and cultural landscape. In so
doing, these scholars accoufdr the need of performing forgotten
memories and histories that will, as Christopher Collins and Mary P.
Caulfield affirm, Opluralise past events that are located in the gaps and the
fissures of the architecture of IrelandOs historical consciousnes4Q1j20

The work of restoring histories Olocated in the gaps and the fissuresO
of the national architecture, however, becomes complicated when we face
womenOs accounts for womenOs lives in Ireland: that is, when we witness
that drama work by women doestmasily present a radical transformation
of socially marginalised female characters. The artistic envisioning of
emancipation for female characters may be particularly difficult in societies
like twentiethcentury Ireland where gender identity politicse aso
entrenched that marginalised women have internalised negativities imposed
on female subjects, and where the artistic struggles to envision freedom
parallel with difficulties embedded in the process of decolonisation of the
formerly colonised natiostte.® Such complications may be more
noticeable in the arts by women working within IrelandOs national theatres
that have consciously engaged with national histories from the perspectives
of largely masculine subjects.

The analysis of the work by women aviworked within, with, and
against dominant forms of institution can neither be limited to the
political/materialist search for freedom from oppression nor to the
psychoanalytic examination of subjective sufferings as singular dynamics of
the ego and theneonscious. While investigating the dramatistsO conscious
and aesthetic engagement with historical losses, thus, this thesis extends the
contemporary scholarly restoration of canonical historyOs lost realms by
posing melancholia as a critical tool for ca$adies. Through the critical
lens, | can illuminate the authors® plays as demonstrating that historical
losses and sufferings cannot be adequately understood by a positive theory

! Gerardine MeaneyOBender, Ireland, and Cultural Changé2010) and Geraldine
MoaneO6&ender and Colonialisrt2010), for example, point out that postcolonial IrelandOs
desire for masculine identity is deeply rooted in its colonial hist®ryelancholic
attachment to the past as a way of covering up the legacy of colonialism by repeating the
gendered patterns dbmination. Melancholia of postcolonial Ireland has regulated women
through Oan imposition of a very definite feminine identity as guarantor to the precarious
masculinity of the new StateO (Meaney 2010: 5).



of transformation based on the linear format of Oworking through® and
liberation from the past, and that liberal ideas of progress and success
pervasive in historical narratives should and can be actively countered by
melancholic performance that brings to centre stage the breakdbwn
social/individual rationality and fictions fohistorical continuity and
stability.

In the following sections, | set out the manifold layers of
melancholia that run through this thesis. OHistorical MelancholiaO
approaches the modern history of women and nation in the South and the
North of Ireland though the lens of postcolonial melancholia. The
following section, OPerformativity, Performance, and Melancholiad further
refines my theoretical use of melancholic performance enmeshing it with
ButlerOs notion of performativity. In OAlterity and Hauntimg i
Melancholia®, the concept of alterity is expourimet asthe remainder of
melancholic assimilatioand the constitutive other of subject formation. On
the basis of these theoretical elaborations of the concepts, | challenge in
Olrish Theatres and WonGethe melancholic loss of work by women in the
canon formation in Irish drama and theatre, which is directly followed by
the outlines of my case studies in each chapter.

Historical Melancholia

In OMourning and Melancholia,0 Freud refers to mourning as a
normal affect that is accomplished once the subject has withdrawn from
his/her attachment with the lost object and displaced it with a new object.
On the other hand, melancholia originates in a relentless fixation on loss and
culminates in a regressive pess of incorporating the lost other. Because it
iS a process that enacts a primary narcissism, Freud relates it to a
pathological dispositionExtending FreudOs concept of melancholia to the
sociapolitical issues of gender, racism, colonialism, and natism,
cultural theorists have responded to historical processes of domination and
subjection and detected melancholia of community or nation. For example,
Paul GilroyOsPostcolonial Melancholia(2005) illuminates melancholia
pervasive in the British culte, the excessive attachment to the privilege



that the history of British imperialism offered to the nation. Gilroy argues
against the British nationalism that promotes the history of triumph and
rejects facing present problems: he diagnoses the sociablynaf the
British culture as an Oinability to face the profound change in circumstances
and moods that followed the end of the empire and consequent loss of
imperial prestigeO (2005:-89).

While GilroyOs argument centres on the British culture, & ythof
cultural melancholia grants an insight into the pmdonial condition of
Ireland, countemirroring melancholia of posiperial England. Regarding
the context of previously colonised nation states, Ranja Khanna states:

the critical response toationstatehood arises from the secret embedded in
nationstate formation: that the concept of natsiatehood was constituted
through the colonial relation, and needs to be radically reshaped if it is to
survive without colonies, or without a conceal@mblonial) other. The
spectre of colonialism (and indeed its coufdie spectre of justice) thus
hangs over the postcolonial natistate. The critical melancholic
relationship may manifest itself in a form of demetaphorisation, a form of
loss of the dgamism of representation necessitated by colonial politics
(and this can be extended to capitalist economics). Such systems
necessitate revolutionary binarism for subjectivity and the right of
representation to be achieved. (2003625

In Ireland, the effect of the colonial situation, which continued (at least) till
the independence achieved through the revolutionary war {1928), was
eradication of the right to represent the s@lge of the nation. Trapped in
the binary OproperOmes of the coloniser and the colonised, the marking
degradation of the nation was manifest in BritainOs colonial discourses that
located Irishness in the metaphoric interpenetration between race and
femininity standing in for each other. As Bronwen Waltemarks, Othe
Irish were racialised in two distinct ways, each strongly gendered.
Masculine images were of uncontrolled subhumans incapable of self
government. Feminine images were of weakness requiring protection. Both
representations justified continu@ditish rule whilst bolstering images of
the ruling centre as the antithesis of these negative characteristicsO (1999:
80).

The native response to the gendering effects of colonial discourse

was to enact concepts of nationhood centred on a masculios, eth



seemingly demonstrative of the capacity for -selfitrol and self
government, and todi3avow the stigma of racial feminization at the cost of
forging a critique of the patriarchal brand of colonialism that produced itO
(Valente 2011: 989). In the Reublic, the inversion ofpostimperial
melancholia occurred when the postcolonial nationOs desire for masculine
identity repeated, rather than deconstructing, the gendered patterns of
colonial domination by exploiting the feminised representation of ldelan
That is, O[t]he allegorical identification of Ireland with a wonvamiously
personified as the Shan Van Vocht, Kathleen Ni Houlihan, or MotheCEire

as Elizabeth Butler Cullingford points out, O[was] applied by Irish men,
[and] it has helped to comi Irish women in a straitjacket of purity and
passivityO (1990: 1%hemaintains that such an identification was a base of
political and cultural construction of patriarchal oppositional hierarchy:
OPaolitically, the land is seen as an object to be EEshesr repossessed: to
gender it as female, therefore, is to confirm and reproduce the social
arrangements which construct women as material possessions, not as
speaking subjectsO (1990: 1). The playwrights undertaken in this thesis
disintegrate the equah of women with land/home/objects in various ways.
Contemporary IrelandOs landscape in CarrOs drama, for example, preserving
multiple memories and hidden histories continuously eludes numerous
forms of desire for possession, ultimately confronting asstemiological
frame that reduces it into a knowable, or exploitable, object.

WomenQOs position in the RepublicOs national discourses was
characterized by the oppositional dyad of centrality and marginality:
melancholia of postcolonial Ireland has regetatwomen through Oan
imposition of a very definite feminine identity as guarantor to the precarious
masculinity of the new StateO (Meaney 2010: 5). Meanwhile, the very
imposition not only produced a destructive imprisonment of women in the
domestic spherbut also erased their actuality. The entrapment of women
culminated in the 1937 constitution of the Republic (then the Irish Free
State), which consolidated various legislations barring womenQOs
participations in the social formation. Socially, politicallgnd legally
excluded from the public sphere and trapped within the domestic, women
Ocould rarely own property due to a persisting patrilineal structure, yet were



held responsible for the moral wdléing and upbringing of the children. In
effect, the Rephlic of IrelandOs decolonization resulted in a form of cultural
imperialism within which Irish women became as oppressed in relation to
Irish men as Irish men and the nation had once been in relation to BritainO
(Pelan 1999: 247).

Melissa Sihra asserts that constitutional regulations of women in the
Republic of Ireland were combined with confining Catholic principles and
depended on a Omonotheistic patriarchal metanarrative [of the 1937
Constitution]O that Ovalorised the heterosdaualy unit and glorified the
role of motherhood while intervening in issues pertaining to sexuality and
moralityO (2007: 2). The ConstitutionOs seeming ratification of motherhood
did not involve the StateOs practical protecfittwas rather used blyish
legislators to implement restrictive and conservative policies for the
following decades. The persistence of the legacy of gendered domination in
the contemporary cultural life of Ireland is manifest in the phenomenon
wherein the Constitutional OcosibnO of the terms between Omother® and
OwomanO is continued to this day (2), against which Irish women have been
fighting to the present of early 2018 through campaigns for the repeal of the
Eighth Amendment to the Constitutidn.

The encryption of theeiminine OotherO into the national ideal thus
characterises melancholia of the development of southern Ireland into a
sovereign nation state. In Northern Ireland, since its lseturedin the
1921 Anglelrish Treaty that led to a brutal civil war betwgeno-treaty and
antitreaty partie$,melancholia was driven by the severe division of society
between the Catholic Republicans longing for one Ireland and the Protestant
Unionists/Loyalists defending their link to Britain. Brian Singleton defines

the divison as a postcolonial condition of Northern Ireland. He states:

2 Article 41.2 reads: Oln particular the Stateogmises that by her life within the home,
woman gives to the State a support without which the common good cannot be achieved.
The State shall therefore endeavor to ensure that mothers shall not be obliged by economic
necessity to engage in labour to treglect of their duties in the home.O

3 Article 40.3.3 the Eighth Amendment of 1983, reads: OThe State acknowledges the right
to life of the unborn and, with due regard to the equal right to life of the mother, guarantees
in its laws to respect, and ag fas practicable, by its laws to defend and vindicate that
right.O

“Six counties of Ulster Province, that is, tAim, Armagh, Derry/Londonderry, Down,
Fermanagh, Tyronayere officially partitionedo Northern Ireland. Thus, Ulster does not
indicate Northern Ireland.



In Northern Ireland, Catholics, in the minority, look to Dublin in their
aspirations for reunification with their southern neighbours. Northern
Protestants see themselves as the chosersétilers on occupied territory,
defending their link to the colonial mainland of Britain. Protestant working
classes have been instilled with the belief that they are a cut above their
Catholic counterparts, when in fact they have more in common with them
economically and socially, if not culturally and religiously. (Singleton
2001: 301)

This division, then, marked Northern IrelandOs thwarted relation with the
notion of the homogenous nation state: the UnionistsO strong hold over the
state made the statdeintity ambiguous, defined as OBritish but not quite
BritishO, and also created visible social discriminations against the Catholic
others who identify themselves as Irish. The division led to years of political
conflict known as The Troubles spanning rblyghe period from 1969 and
1998. The 1960s was a turbulent era in Northern Ireland when, with the rise
of Catholic middle class, the civil rights movements exploded entailing the
involvement of the British army killing unarmed civilians protesting agains
internment in 1972. The Troubles was Oa complex struggles over culture,
history, ethnic identity, territory, civil rights, and the British rule over the
NorthO (Coffey 2016: 6). The brutality of violence, however, was beyond
measure inflicting physical na mental injuries on both Catholic and
Protestant sides, although the Northern Irish stateOs Catholic others were
more vulnerably exposed to the violence. The Troubles slowly transitioned
into the peace process through the 1994 and 1997 ceasefires de®&he
Good Friday Agreement.

Originating from the division and the desire for belonging to a
separate OnationalO entity, the Northern Irish state assimilated the deeply
entrenched sexism in both the Republican and Unionist politics, let alone
the clasglivision within Unionist communities (whiclsingleton tackles in
the quotation above). Many scholars who examined the gendered
construction of the ethmoationalist ideologies in Northern Ireland (Ashe,
Ward, Sales, Coulter, Racioppi and OOSullivan Saplefon and Wilson)
observe that both categories of Unionist and Republican ideology attempt to
constitute normative gender identities based on the strict division of the

public and the domestic within a wider boundary of nation. Both discourses
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attempt 0 prescribe certain types of behavioural code, roles and activities as
appropriate for men and women within the community. In these discourses,
women are considered as Osymbolic bayderdsO (Yuvddavis 1997)

who reproduce the cultural boundaries of #@mmunity regarded as
distinctive from other communities through the socialization of community
members and the safeguarding of moral traditions.

The late twentieth (and early twerfyst century) clearly witnessed

an advance of history both in the Sownd the North. The Good Friday
Agreement promised a level of peace in Northern Ireland weakening the
border between the North and the South. Although the sectarian division at
community levels has not been fully resolved to the present, the North has
beenengaged in a process of envisioning a brighter and more stable future,
redefiningits pastand attempting t@ecast contested space and territory
with positive historical occasionsO (Coffey 2016: 2). In the Republic, the
1990 election of Mary Robinsoas president marked a breakthrough after
the years of conservative backlash on womenOs movements such as the Irish
WomenOs Liberation Movement organised under the influence of the
international feminist movement and activid3s Ailbhe Smyth notes,
“the tide was on the turn and Irish women were once again signalling their
desire for change and their determination to bring it about” (1993: 266). The
Republic was quickly opening to the idea of cultural diversity: in 1993 it
decriminalized homosexuality and two years later the ban on divorce was
removed. This period was also marked by the rapid economic growth with
the influx of inward immigration.

However, such economic progress and cultural openness have also
produced a sense of deprivation, anxiety, and exile within home, which was
deepened by the revelation of historical cruelty and new divisions in society.

While Ireland was moving, on the surface at least, towards an inclusive
formation of Irishness, this social progress has not led to the profound
decorstruction of the conservative notion of national identity. It became
evident in a 2004 citizenship referendum in which the Irish public voted for
the cancellation of the right to citizenship of children born to-matonal

® The RepublicOs legislatory reaction against womenOs movements included the-1983 pro
life amendment to the Constitution and 1986 referendum that upheld the ban on divorce.
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parents. Claire Bracken definigsis Oregressive amendmentO (2016: 5): that
is, the vote revealed the public resistance to the unsettling of established
certainties, signalling a return to traditionalist mindsets regarding the issues
of sovereignty, race, and sexuality. Moreover, thaseovative realm of
maternity, now combined with the issue of citizenship, continues to be used
to define boundaries of Irishness. The use of maternal body as carrying Irish
citizenship has now been extended to women of refugees and asylum
seekers, as wedls women of ethnic minority groups such as Travellers. The
Irish maternal body is marked against the threat of the pregnant body of
immigrant women.

In her article OStaging the ONew IrishOO Charlotte Mclvor examines
how the work of minorityethnic group artists in Ireland Oreframes the
parameters of national belonging® (2011: 312). She argues that the post
Celtic TigerOs IrelandOs interculturalismjrgjnat social changes for the
integration of diversities and achievement of equality at various social
sectors, Qis ideally directed not only at immigrants, but towards Irish society
as a wholeO (2011: 312, 313). Although this thesis centres on twentieth
century Irish drama, my critical engagement with the plays by women can
reveal the resonating relationship between women in the Oinside® of Irish
society and women in the OoutsideO: how the foreign and the illegitimate
feminine others have been excluded aodtained in the architecture of
nation (the Republic) or sectarian communities (the North). The
interpretative pursuit of melancholic performance of losses and struggles of
the dead in the texts and the theatres can provide a site in which the working
of larger structure of society (coupled with the limits of imaginary Irishness)
is revealed. It also demands a widening of historical and social perspectives
through the performative disintegration of the boundaries between the past

and the present, as wal the inside/confined and the outside/ejected.

Performativity, Performance and Melancholia
In contrast to melancholic performance, denoting throughout the
thesis an aesthetic and interpretative mode that interrogates conditions of

alterity and abjectiorthrough the repeated performance of loss, | use the



term performativity to refer to a broad individuated and collective force in
society. As has been theorised by Judith Butler, performative identity,
whether individual or collective, indicates a compglland repeated
enactment of regulatory regimes of intelligible (gender) identities. This
notion of discursive performativity is a punitive (yet, engendering resistance

at the same time) process of becoming ObodyO, which involves a constant
reiteration of he accumulated convention of actions, styles, and thoughts in

society.

Thus there is no OIO who stands behind discourse and executes its volition
or will through discourse. On the contrary, the OIO only comes into being
through being called, named, irpeflated, to use the Althusserian terms,

and this discursive constitution takes place prior to the OIO; it is the
transitive invocation of the O10. Indeed, | can only say OIO to the extent that |
have first been addressed, and that address has mobilisqdaogy in
speech; paradoxically, the discursive condition of social recognition
precedes and conditions the formation of the subject: recognition is not
conferred on a subject, but forms the subject. Further, the impossibility of a
full recognition, thats, of ever fully inhabiting the name by which oneOs
social identity is inaugurated and mobilised, implies the instability and
incompleteness of subjefdrmation. The OIO is thus a citation of the place

of the OIO in speech, where that place has a qeitaity and anonymity

with respect to the life it animates: it is the historically revisable possibility

of a name that precedes and exceeds me, but without which | cannot speak.
(1993: 171)

While the subject is subjected to social norms, the socialstam
themselves are dependent on being continually cited, whereby a failure of
naming the original, the first cause that defines a OtrueO identity, is revealed
in the rupture between the condition of production (utterances/
interpellations) and its effedeor Butler, any resistance to or subversion of
hegemonic power is not achieved from the throwing off of power but from
the reworking of it through impropefwrong) citations, which becomes
possible due to the instability of power that cannot fully carstithe
subject through subjection. For example, Butler states how the
resignification of the injurious name Oqueerd occurs through a performance
of OqueeringO the terms of sexual legitimacy, which is close to a melancholic
performance that is an Oacting® of loss of intelligibility and recognition

in society:



the subject who is queered into public discourse through homophobic
interpellations of various kindsakes upor cites that very terms as the
discursive basis for an opposition. This kind of oatwill emerge as
theatricalto the extent that inimesandrenders hyperbolithe discursive
convention that it alseeverses The hyperbolic gesture is crucial to the
exposure of the homophobic OlawO that can no longer control the terms of
its own abjeting strategies. (1993: 177; italics in original)

Butler illuminates performance in relation to performativity as a site where
a theatrical activism can counter various forms of oppressive norms and
politics: according to Janelle Reinelt, as a Ositth@oemergence of novelty

in representation® (2002: 205). Butler suggests drag performance as an
exemplary mode of different citations. Playing upon the presence of
corporeality, that is, Oanatomical sex, gender identity, and gender
performance,O drag perftance can displace the meaning of the original,
opening up a possibility of reconceiving gender identity not as interiority
but as Opersonal/cultural history of received meanings subject to a set of
imitative practicesO (1990: 188). Thus, it is impossirdutler to oppose

the theatrical to the political: gender meanirtgken up by wrong citations
(such agarodic styles in drag) of hegemonic and misogynistic culture, are
Odenaturalized and mobilized though their parodic recontextualisationO
(1990: 18).

However, Butler emphasises time and again that such theatrical
novelty, or activism, always emerges by not disavowing the notion that
gender meanings, or identities, are constituted by the very structures that we
attempt to embrace or resist. Hencelaneholia is implicated in ButlerOs
theory of performativity. Butler states that the maintenance of certain
identities not only takes place through the citational process butaalso

narcissistic attachment to the terms that produce an identity:

[E] called by an injurious name, | come into a social being, and because |
have a certain inevitable attachment to my existence, because a certain
narcissism takes holds of any terms that confer existence, | am led to
embrace the terms that injure me. (Buflé®7: 104)

This double bind of performative identity is characterised by the
compulsoryrepetition of social scripts and the passionate attachment to the
social interpellation. It also marks a melancholic impasse of subjecthood in

which social norms, oncaaturalised through the psychic and bodily

| {



inscription, exert the power within the subject. The social power is
incorporated within the subject as the lost object in the sense that it
Ovanishes [E] effect[ing] a melancholia that reproduces power as the
psychic voice of judgment addressed to (turned upon) oneself, thus
modelling reflexibility on subjection® (1997: 198). ButlerOs melancholic
performativity elucidates the bind of the subject with the social: the subject
achieves its power by erasing the géogy of its subjection to the existing
normsbthe lost object in this case being the normative social terms.

Drag performance is also elaborated within melancholic
performativity: what is performed in drag is heterosexual gender
melancholia that socigl functions as a norm. Butler states, OWhat drag
exposes [E] is the OnormalQ constitution of gender presentation in which the
gender performed is in many ways constituted by a set of disavowed
attachments or identifications that constitutes a differembasio of the
Ounperformable®O (1993: 180). Overlapped with drag, melancholic
performativity of heterosexual gender (or the constructed gender through
reiteration of norms) is related to the double disavowal offdass of love
for the same sex parent tha never acknowledged and never grieved in
society:

The straight man becomes (mimes, cites, appropriates, assumes the status

of) the man he OneverO loved and OneverO grieved; the straight woman

becomes the woman she OneverO loved and OneverO grseiredhis

sense, then, that what is most apparently performed as gender is the sign
and symptom of a pervasive disavowal (1993: 180)

While it is normative heterosexuality that is deconstructed here, ButlerOs
theorization enables a reflection on a broactnception of subjectivity in
relation to ungrievable/unspeakable loss that requires a space to appear to be
publicly avowed: the emergence of grieving in forms of
enactment/performativity as crucial to survival and to the reworking of
community. In hemore recent workNotes Towards Performative Theory

of Assembly (2015), Butler takes this notion of disavowal and
unintelligibility further to the realm of political/social failure, as well as of
collective activism that is based on alliances between ptpns and

groups conditioned in terms of precariousness and vulnerability. ButlerOs



notion of vulnerability developed in OViolence, Mourning, PoliticsO (2003),
Precarious Life(2006), andFrames of War(2009) is based, on the one
hand, on her existentiati claim that a social being can never be fully
recognised and cannot but depend on each other for sustenance: a human
condition of corporeal vulnerability calling for an Oethical obligation that is
grounded in precarityO (2015: 119). Yet, such percanigsighates
politically induced condition in which certain populations suffer from
failing social and economic networks of support more than others, and
become differentially exposed to injury, violence and deathO (2015: 33).
Butler argues that identity pots, the demarcation of borders in the nation
states, or neoliberal privatisation that pursues individual right and
responsibility, has failed to provide an understanding of what it means to
live together across differences (27).

What is noticeable inNotes Towards Performative Theory of
Assemblyis ButlerOs emphasis on the capacity of ObodyO as a force of

performative resignification:

when bodies assemble on the street, in the square, or in other forms of
public space (including virtual ones) they arercising a plural and
performative right to appear, one that asserts and instetdsody in the
midst of the political field, and which, in its expressive and signifying
function, delivers a bodily demand for a more livable set of economic,
social, andpolitical conditions no longer afflicted by induced forms of
precarity. (2015: 11)

By publicly inserting bodies in alliance with others into the sphere of
appearance, Butler contends, those who live under conditions of
vulnerability can disrupt the vergphere exposing their melancholic
conditions as constitutive exclusion. Performative power of the people
emerges from the condition of bodies and their connection, and then
Gspeech acts that unfold from there articulate something that is already
happeningat the level of the plural bodyO (174).

Andrew Parker and Eve Sedgwick stétat one of the consequences
of the appreciation of performativity Ohas been a heightened willingness to
credit performative dimension in all ritual, ceremonial, scripted behes@ou

(1995: 2), which can include various forms of (theatre) performance. This
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thesis proposes that (theatre) performance enables a way of reconsidering
forms of performativity in society and power relations by providing plural
forms of agency and social gmtices. It is not through a promotion of
inclusion because the discursive politics of inclusion of the recognised
others can overloolemaindersof inclusion/assimilation languishing on the
margin. Rather, this thesis argues that drama and theatre Garmpudaic
forum where the theatrical enactment of conditions of vulnerability, the
affective conditions of pain and suffering of others, exposes performative
patterns of domination and oblivion, calling for a different understanding of
melancholc relationsbetween the knowirigntelligible subjects and the
unknowable/unintelligible others.

Performativity has provided an expansion of understanding of
performance in theatre. For example, William Worthen argues that dramatic
performance is Onot the replayfgan authorising text, a grounding origin,
but the potential to construct that origin as a rhetorically powerful effect of
performanceO (1999: 1101). Dramatic performance is not a singuaffone
act subordinated to authority of texts, and to the samgeedgeplay texts are
not to be considered as being under sovereign control of authors. Dramatic
performance rather depends on the net that enmeshes history with various
discourses of socialisation that has already been inscribed into play texts. As
Gina Blbom, Anston Basian, and William N. West assegerformance
Odoes not take place in an instant, as an event, but recalls, lingers, and
persists, expanding and even exploding the confines of synchronic
temporality, appearing as the ongoing opening of histather than the
closing gates of its departureO (2013:-857This power of performativity
inflected theatre performance opens onto Oquestions of embodiment, of
social relations, of ideological interpellations, of emotional and political
effectsO as dimssable (1996: 5) in relation to historical time that is never a
succession of one instant after another, as well as the official performance
of memorialising certain historical losses.

Melancholia, performed on theatre stage (in play texts) in the form
of Omilitant refusalO of forgetting or being forgotten (Eng and Kazanjian
2003: 16), challenges any easy sensibilities that buy into the consolidation
of cultural affiliations/identifications or the oppositional identifications:
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rather, it blurs the binarglistinctions between same and difference, real and
fictional, subject and object, presence and absence, as well as past and
present. By illuminating historical and social crises that are buried within
the psyche of the characters, melancholic performancevers and works

on the impasse of assumed dialectical progress between these terms in
society. The understanding of theatre performance as already in the larger
citational process, a cycle of constant citations of the accumulated
convention of theatrec#ons, styles, costumes, settings, and repertories,
enables a reflection on the structure of canon in Irish drama and theatre.
How can certain play texts and performances become recognised while
others remain unmarked? And if the socially encoded scrgits
identities/behaviours are operative within the structure of institutionalised
theatres, how can women artists and authors offer a dramatic space for
negotiations between the normalising force of theatre traditions and the
possibility of resistance to nditions generated by dominant cultures?

Alterity and Haunting in Melancholia

In both metaphysical and cultural studiesterity indicates a
constitutive element of inassimilable beings disrupting the mastery subject
formation. In Emmanuel LevinasOs writings, alterity refers to mystical and
inassimilable otherness that makes the other truly the Other: a force that
profoundly unseles the subject formation. In Judith ButlerOs theory, alterity
exits as a primary and seething existence within the subject Oas its founding
reputationO (1993: 3). For these thinkal®rity, while invisible, is one of
the most problematic and yet pronmg realns for the understanding of, or
resistance to, the work of dominant epistemological, political and social
formation.

Throughout this thesis, | use the term alterity in relation to
melancholia to indicate social remainders of melancholic incoiparaff
loss: ghostly but present inside the melancholic subject as a profoundly
disrupting force. InThe Melancholy of Rad2001) Anne Cheng formulates
alterity in terms of the encryption of the racialised/feminised other within
AmericaOs white and masnel identity. According to Cheng, this alterity



marks the realm that the nation is unwilling to fully incorporate or entirely
abandon: that is, AmericaOs racial culture is sustained by placing the racial
other in the nationOs psychodynamic process of sicland retention.
ChengOs reformulation of alterity in relation to cultural identity bringing to
the fore the psychic dynamism of power is instrumental to interrogate how
the process of othering OundesirableO elements of society has been
constitutive ofthe nation formation in Ireland throughout the century; how
the historical baggage of national assimilation of the gendered illegitimate
other still lingers in the contemporary Ireland manifest in James SmithOs
investigation into the precarious life of #® incarcerated in religious
institutions. In his book]reland®s Magdalen Laundries and the NationOs
Architecture of Containmerf2007). SmithOs interrogation into the religious,
political, and legal collusions with violence defines Irish culture and history
as Oarchitecture of containment,O which have functioned throughout the
century Oto confine and render invisible segmentleopopulation whose

very existence threatened IrelandOs national imaginaryO (112). To a crucial
extent, alterity, reinterpreted in ChengOs frame of Oformative but denied
ghostsO (2001: 12) of the nation, encompasses the cultural landscape of
assimilation ad exclusion in IrelandOs nationhood.

Cheng addresses the supposed difficulty of melancholia as a critical
concept. She notes that talking about melancholia of the socially
marginalised Oseems to reinscribe a whole history of affliction or run the
risk of naturalising the pain [E] the risk of repeating a tool of containment
historically exercised by authority®O (2001: 14). However, Cheng asserts that
it is Oequally harmful® (14) not to talk about pain, the site of loss where a
social subject is made into @gf. In order to discuss melancholic conditions
of the marginalised, thus, Cheng suggests shifting a paradigm of conception
that assumes agency as sovereign or impermeable to psychodynamics of
domination and subordination and overlooks hegemonic powerQOs
meancholic attachments with lost objects for its social ideality. For Cheng,
this shift of conceptual paradigm entails a reconstruction of melancholic
incorporation in terms of exclusieetention of the lost object for the
survival of the ego. The conseque of the psychical drama of melancholic

incorporation is:



the multiple layers of denial and exclusion that the melancholic must

exercise in order to maintain this elaborate structure ofdassaotloss.

First, the melancholic must deny loss as loserder to sustain the fiction

of possession. Second, the melancholic would have to make sure that the

Oobjectd never returns, for such a return would surely jeopardise the

cannibalistic project that, one might note, is a form of possession more

intimate han any material relationship could produce. [E] the melancholic
ego is a haunted ego, at once made ghostly and embodied in its ghostliness,
but the OobjectO is also ghoBtlgot only because its image has been
introjected or incorporated within the metdwolic psyche but also because

Freud is finally not that interested in what happens to the object or its

potential for subjectivity. (2001:-20)

ChengOs political reconstruction of melancholia elucidates another
dimension of melancholia: the questionvdfat happens to the lost object,
which Freud repressed in his writing of melancholia. In so doing, Cheng
brings to centre psychological complexities of marginalised people: how
they may internalise (or conform to) dominant ideals that negates and
humiliates their being in society, or how they struggle to emerge as the
subject through and despite such process of internalisation.

However, ChengOs reconceptualisation of internalisation/
incorporation rescues the marginalised from the static position of lost
object, or cultural object, that is excluded from the meamiading
process. She argues that internalisation, Ofar from denoting a condition of
surrender, embodies a web of negotiation that expresses agency as well as
abjection® (2001: 17). ChengOs primatgrest is in melancholia of
dominant white identity specifically in America producing the racialised
and gendered ghostly other. Nevertheless, her reconceptualisation of
melancholia offers a powerful frame to examine systems of melancholic
exclusionretention operating in communal and state discourses of the
Republic and Northern Ireland. Especially, when read in the web of
performativity and strategic performance of gender melancholia, delineated
in the previous section, ChengOs theoretical formulafiens a way of
reinscribing the potential for negotiating female subjects on the margin of
society as a force ghosting and disintegrating IrelandOs (postcolonial) state
formation.

Based on this revised version of melancholia, in their introduction to

the collected editiorLoss: The Politics of Mournin¢2003), David Eng and
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David Kazanjian seek a possibility of regarding the notion of melancholia as
offering Oa capaciousness of meaning in relation to losses encompassing the
individual and the collectivahe spiritual and the material, the psychic and
the social, the aesthetic and the politicalO (3). If the work of mourning loss
(and what remains after the loss) becomes possible only through
melancholiaOs continued engagement with the lost other, melanchol
attachment and incorporation (or dwelling on loss) is radically
depathologised. Melancholia constitutes a social being as vulnerable and
yet, it is a precondition of being, rather than illness, that makes possible the
workings of mourning. In melanchali the relation of the subject formation

to social terms can be rearticulated through a complicated dynamics, instead
of positing one realm against another. Considering such a perspective, then,
melancholia works in two distinct ways. Melancholia is predludy
historical process such as colonialism (the force that subjugates and
cultivates melancholia) on the one hand. And yet, as a melancholic
persistently struggles with its lost objects and the past in the process of
emerging as subject, it becomes astibutive site in which the past can be
bridged with the present in a creative way.

Avery Gordon relates alterity to the phenomenon of haunting: a
constituent element of modern social life, haunting is Oneithenguiern
superstition nor individual psyoBis; it is a generalizable social
phenomenon of great importO (2008: 7). Gordon maintains that the ghost is
not just a dead but Oa social figure,O and it is Oone form by which something
lost, or barely visible, or seemingly not there to our supposedlytraaied
eyes, makes itself known or apparent to us, in its own way [E] Being
haunted draws us affectively, sometimes against our will and always a bit
magically, into the structure of feeling of a reality we come to experience,
not as cold knowledge, bas a transformative recognitionO (2008: 8).

The womenQs aesthetic investment in melancholia is characterised
by various types of haunting: the haunting of the dead, past memories,
legendary stories and myths, fantasies, and legacy, which indicates the
nature of history that plays itself out in the present. The repetition of
haunting enacts the melancholic impasse of the character, denoting not only

a condition of their entrapment in a frozen time but also a disintegration of
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the signifying power of the pgressive time. While the temporal boundaries
are all blended to indicate the subjectOs physical and psychical immobility,
the temporal disorder unravels the melancholic subjectOs spatial topography
where affective histories of abjection are kept. MarirerrGsThe Mai
(1994), dramatizing a centutgng history of Irish womenOs life from the
Famine to the dawn of Celtic Tiger, is a performative repository of the
melancholiaOs temporal and spatial blending. In the dynamics of enabling
interpenetration of gemational time, experiences, and emotions of the
female characters, CarrOs play refuses the separateness of the past from the
present condition of life. Christina ReidC=a in a China Cup§1983) also
reveals a way in which the present life of (Protestaatnen in Northern
Ireland is deeply rooted in the past, or struggles of the dead. The play
conjures up and materialises the ghosts of former generations through the
work of the protagonist memory. Like ithe Maj the conjured figures of

the dead represethe residue of historynaking performed by the Northern

Irish stateOs power. The deformed family life is only one example of
damaged history: male members of the family recruited for the British army
are lost to the wars, or if survived, they are unableommit themselves to

the family life; impoverished women of the family repeat their sufferings
through generations.

The constant reappearance of the dead in the authors® drama is a sign
of no escape from the lost other, the dead, and the past. laestisetic
world of hybridity, as Ewa Ziarek poignantly addresses,O[tlhe dead repeat
the bloodshed of the living, the living in turn repeat, without knowing, the
struggles of the dead. The struggle of the multitudes, the multitude of
struggles, the past hating the present, the present leaving a deadly residue
for the past of the futureO (2012: 67).

KristevaOs theory that positions women on the boundaries of public
discourses can illuminate the strategic mode of womenOs melancholia,
marginalised by the naimOs melancholic politics of exclusion and retention
D excluded traditionally from the nationOs public life but central to the
national (moral) ideality. That is, the conditions of womenOs marginality can
disrupt the nationOs melancholic performance oftitsie by making

different voices on the margin to subvert fixed ideas of nation and offer
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possibilities of envisioning different, or alternative, national communities.
Kristeva notes, Owomen have the luck and the responsibility of being
boundarysubjects@1993: 35). Opening the nation up to differences, for
Kristiva, is a crucial and central role of boundary figures: the national
identity can be and should be reconfigured through the encounter with
otherness, whether internal or external, through the emlwfathe return of

the repressed other, or melancholic alterity, foreigner within home, the
buried, the abject, the semiotics, and the symptoms of melancholia.

However, a question arises whether talking about womenOs
difference in terms of celebratios desirable or whether it, as many writers
such as Reid and Carr were concerned, ghettoise women and womenOs
art/literature into a certain category. Especially, considering the
marginalisation of womenOs literature in the canaking of Irish literary
history, such emphasis on womenQOs differences may perpetuate the erasure
of womenOs literature from the public life. Nevertheless, it is still important
to establish a critical site where to investigate womenOs arts that engage with
(im)possibilities for margpalised, boundary figures to subvert/transform the
existing tradition of narrating (hi)stories in various cultural sectors.

As Juliana Schiesari suggests, melancholia itself has a gendered
history. Questioning how Ogrievous suffering of the melanchuist & a
gendered one,O Schiesari argues that womenOs cultural expressions of loss
and suffering Ois not given the same [E] representational value as those of
men within the Western canon of literature, philosophy, and
psychoanalysisO (1992: 11, 13). Atical reinvestment in melancholia,
thus, is to claim womenOs right to mourn loss and express sorrow in arts,
which is linked to the enabling role of negativity against multiple forms of
oppression and which opens to a critical relation with the buredotten
others. As Ranjana Khanna states, the work of melancholia Odoes not
merely call for inclusion, assimilation, reparation, or retribution. It calls for
a response to the critical work of incorporation, and the ethical demand that
such incorporatiomakes on the futureO (Khanna 2003: 25).



Irish Theatres and Women: Melancholia of the Canon

Irish theatre has been a materialised space in which a model of
national home and identity could be practiced: that is, a collective
identification with certairsocial terms could be consolidated, contested, and
disseminated in the theatre space. The performance space in Irish theatre
both in the South and the North has functioned to reimagine and redefine
national/communal identity dislocated by colonial and gaishial history.
Accordingly, the formal and thematic mode central to modern Irish drama
has revolved around how to address traumatic histories and various sites of
historical loss in order to understand the present and imagine possibilities of
the natio®s future

In an important way, the project of reformulating national identity
through the medium of drama and theatre has an inherently melancholic
element in the context of Irish cultural history. The initial conception of
national theatre was to migrater incorporate, the political disappointment
and crisis into the realm of modern art of drama and th&dines is
demonstrated in GregoryOs manifesto in commencing Irish Literary Theatre
in the late nineteenth century:

We will show that Ireland is nbome of buffoonery and of easy sentiment,

as it has been represented, but the home of an ancient idealism. We are
confident of the support of all Irish people, who are weary of
misrepresentation, in carrying out a work that is outside all the political
qgusstions that divide usQur Irish Theatre9)

GregoryOs manifesto reveals a paradoxicabpselfioning of the founders

of the national theatre as both melancholic modernists and insurgent
nationalists: it substitutes supposedly autonomous arts for e¢hth df
political possibilities and yet, aims to work against the colonial domination

®The Irish Literary Theatre was founded by Lady Augusta Gregory, W.B. Yeats, and
Edward Martyn in 1899 by presenting the first production of Yealte Countess
CathleenandMartynOs The Heather Fiela the transitional year of 1902 when the theatre
became the Irish National Theatre Society and was joined by the Fay brothers and their
group of talented amateur players, the theatre prodGetidleen ni Houliharby Gregory

and Yeats. With Miss Annie HpimanOs financial help, The Abbey Theatre opened in
December1904 with the premiers of Yeat®@sBaileOs Stranehd GregoryO8preading

the NewsThe present Abbey Theatre was opened in 1966, fifteen years after the fire of the
old Abbey Theatre. See Chropher MorashO& History of Irish Theatre 160A2000
(2002).
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through the formation of a counterhegemonic category of homogenous
Irishness. This oscillation between modernism and nationalism has been an
enabling legacy for Irish cture where national identity employed by actual
national communities and audiences could not only be consolidated but also
disintegrated: a space where individual plurality could be negotiated with
nationalist ideologies, allowing for a possibility of Oasifive and
productive engagement with mainstream culture and the pleasures generated
by a feeling of belongingO (Reynolds 2007: 15).

Although potentially transgressive in its most radical moments as a
legitimate public space where marginal voices maintkgrate the assumed
totality of audience group, Irish national theatre has been accused of its
incapacity of embracing marginalised people expelled fromirttagined
model of OlrishnessO. This means that the national stage, as an integral part
of natioral discourses, increasingly tended to promote drama performances
that conform to ideal categories of nationhood. Because of this limitation of
national cutural institution, David Lloyd is skeptical about the dilemma of
how mainstream state culture can oféespace in which the dynamics of
Oantagonisms, contradictions and social differencesO can be played out
(1993: 5). Similarly, the editors dfeland, Memory and Performing the
Historical Imaginationscriticise the Irish theatreOs limited capacity for the
embrace of subjectivities and memories that were Olost to the historical
consciousnessO (2014: 3). They state that Othe conservative nature of Irish
theatre is due to its conservative historical narrative [E] the desire for
human beings to buy consistgnthto the cultural industry of the historical
imagination without pausing to consider how collective memory collides
and colludes with the historical consciousness of Irish performanceO (2).

The criticisms above indicate that the initial conception dional
theatre as offering counterhegemonic narratives against Omisrepresentation®
of subjugated Irish people has been undermined as the national theatre
became a hegemonic institution of national cultures, increasingly unable to
offer a critical space fothe constitution and reconstitution of social terms
regarding Irish identity. Moreover, the project ofpresenting IrelandOs
historical moments on the Onational® stages has been Odetermined by
masculinist perspectivesO (Singleton 2011: 168). The peativan
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consolidation of the nationOs common heritage and tradition in the theatres
is principally a practice of institutional canonisation of historical memories,

in which a simultaneous process of assimilation and exclusion of differences
is normalised. Té frequent oppression of womenQOs arts in Irish theatre is
one but crucial example of such a process. Eviction of women from the
scene of presenting histories has occurred throughout the history of Irish
theatre to the preseht.

The lack of recognition of womenOs writing may be pervasive in all
genres of cultural productions during the twentieth century in Ireland. For
example, inTwentiethcentury Fiction by Irish Women: Nation and Gender
(2007), Heather Ingman illuminates theaqdary of Irish women (writers)
positioned on the margins as Ostrangers and exiles within the public life of
the nation®9). Ingman suggests that femalgtersO task of finding home
within narratives of the nation inevitably entails a complicated psooés
contesting, and yet Owishing to remain in dialogueO with the dominant
structure of culture norms (49). Thatfiemalewriters as boundary subjects
who are Onever entirely at home in the nationO have endeavoured throughout
the century to find possiliiles for new signification in the place of loss and
alienation by Oimplicitly or explicitly deal[ing] with women trying to find a
place for themselves within the narrative of the Irish nationO (30,1).

Such expressive complexity was made particularlyicdiff in the
maledominated milieu of Irish theatrmaking. My engagement with
womenOs drama, rather than representations of women in Irish literature, has
to do with the patriarchal landscape of Irish drama and theatre, on which
Eamon Jordan offers a ¢dal comment:

The imagination of Irish theatre practitioners, playwrights especially, has
been seriously ideologically loaded, not only in the specific prioritisation

of primarily male values, references and aspirations, and in their general
scrutiny of,and obsession with, masculinity, but also in their consistent

subjugation, marginalisation and objectification of the feminine. (Jordan

2007: 130)

JordanOs poignant indictment of the masculine landscape in Irish
drama and theatre questions the limit@presentations of the feminine as
speaking subjects in male playwrightsO drama. Considering the



predominantly masculine canon in Irish drama and theatre, the melancholic
fetishisation of the feminine in the representational field had a rare
opportunity thoughout the twentieth century to be challenged, redressed, or
imagined in different ways by womenOs drama. To a crucial extent, the
women playwrightsO artistic imagination and interest in the psychological
complexity of the female characters is a respomsethe cultural
construction of the feminine as Ofantasy objectO of the male sovereignty in
both the South and the North. As for the ideological role of theatre in
relation to hegemony, Paul Murphy claims that Othe classed and gendered
subaltern groups wertransmogrified by dramatists and politicians into
fantasy objects which then formed the OessenceO of the various ideologies
competing for hegemonyO (2008: 6).

In the North, the Ulster Literary Theatre, founded in 1902, was a
counterpart of the Irish Lerary Theatre, fostering an original Northern Irish
version of cultural movement with production of plays distinct to the Ulster
region! After the partition and foundation of the Northern lIrish state,
however, the Unionist hold over the political and w&dt hegemony in
Northern Ireland saw the ideological link of the theatre with the Unionist
government. The theatre management in Northern Ireland maintained a
policy to avoid plays that critiqued class and sectarian divisions in society,
not to mention th disregard of plays dealing with Republicanism or
nationalism. As Lionel Pilkington states, O[flor an OUlster theatreO to
function as a national theatre, social problems such as religious
discrimination in employment and housing had to be represente@v¥et
to acknowledge sectarianism as a problem pointed immediately to the
contested nature of the Northern Ireland stateO (2001: 170).

The emergence of the Lyric Theatre in the 19&distancing from

the ideological role of the Ulster theatre and asgitmits role as an artistic

" Ulster Literary theatre later became the Group Theatre in. Fa#aled by the Council for

the Encouragement of Music and the Arts (1943), professional theatre in Northern Ireland
was subjectd the stateOs censorship and sectarian policy manifest, for example, in the
CEMAO s insistence that the British national anthem be played before performances, which
alienated Catholic audiences.

® The Lyric Theatre was founded by the OOMalley family inl185d developed into a
professional theatre in 1968. For the history of the theatreOs development see Lionel
PilkingtonOFheatre and the State in Twenti@entury Ireland2001).!

! $+



conscience in the Northern Irish community and beyond, provided different
approaches to political and social crises and presented plays by both
Catholic and Protestant playwrights. However, while focusing on civil
conflicts andviolence of the Troubles, the theatre did not show much about
the gender issues establishing not only gender stereotypes on stage but also
male history of canon including John Boyd, Martin Lynch, and Stuart
Parker (Murray 1997: 18222).

The historicakrepetition of the erasure of womenOs arts was manifest
in the 2016 AbbeyOs Easter Rising centenary programme entitled OWaking
the NationO that consisted almost totally of male writersO works.
Considering the theatreOs explicit inability to accommodate m@snarts, it
IS not very surprising to encounter a proposition thati@men who wrote
for IrelandOs mainstream theatres achieved prominent success in the history
of Irish drama. However, this apparent OabsenceO of women in Irish theatre
is merely supertial. As listed in Melisa SihraOs edited collection of essays,
Women in Irish Dramg2007), the number of women who wrote for Irish
theatres throughout the century and to the present is beyond measure. Yet,
this constellation of womenOs work is also aduedaal index for Irish
theatreOs history of failure to recognise womenOs work. As for the
institutional and cultural marginalisation of womenQs arts, Brenda Donohue
thus writes, Owomen writing for theatre is not a new phenomenon, but the
professional praaction of their plays is somewhat more of a noveltyO (2013:
43).

While recognising the myriad voices of women in Irish drama and
theatre, | share SihraOs concern that Oit is neither possible nor desirable to
explore the full range and depth of work by wenmin theatre on the island
[E], where listing and namechecking would further perpetuate a tokenistic
categorization® (2016: 549). SihraOs term Otokenistic categorizationO of
womenOs achievements in Irish theatre comes from her critical concern
about thecanonisation of Irish drama and theatre where OwomenOs work is
situated in a negative relationship to the Ocanonical® values of the OclassicalOO
(2016: 547). The canonisation has constantly placed womenOs artistic
achievements on the margin on the one hamnenOs successful entry into
the existing order, on the other hand, has been regarded as extraordinary and
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exceptional. However, even womenOs successful work was often
incorporated into the strictly heterosexual masculine cultureOs self
representationni a way that they have been subtly effaced textually and
performatively. Thus, womenOs writing, along with other cultural products
regarding ethnic, queer, feminist, and racialised group of people, has
constituted dodyof loss in the Irish context.

Significantly, the playwrights examined here represent the
melancholic dynamics of loss and incorporation in the canon formgtion
the borderline body that is both inside (OexceptionalO inclusion) and outside
(gendered identificational exclusion) the carwrrish drama and theatre.
They are recognised as prominent in Irish drama and theatre. The womenOs
success, however, has been also undermined or marginalised. For example,
the discussion of GregoryOs contribution has long focused on her ability as
admiristrator/nurturer of the theatre, often coupled with W. B. YeatsOs
genius as artist; DeevyOs later works were systematically rejected by the
Abbey board members; ReidOs drama has long ceased to be performed in
professional theatres. Moreover, besides e inclusion of womenOs work
for curriculums in secondary and thilevel education, academic works on
womenOs drama are still in the making (and even limited in number and
scope) in contrast with the established scholarship on the male tradition of
W. B. Yeats, J. M. Synge, Sean OOCasey, Tom Murphy, Brian Friel, and
numerous other male dramatists.

While Carr alone has seen most continuous and successful
productions of her plays since the early 1990s to the present, as Sihra
argues, Othe problematic pimsitng of Carr as IrelandOs most prolific
female playwright [E] continues to determine reductive critical attitudes
which inherently naturalise womenQOs place and creativity as secondary to
the universal maleO (2016: 549). That is, the exclusive focus dartiale
capacity and success creates another form of Oinverted sexismO (Sihra 2016:
549); or worse, it leads to a discourse of gestinism in which individual
female advances in contemporary political and cultural landscape are used
to promote an illusie mirage that we have achieved social equality and
democracy. In either discourse, the unresolved issues of gender inequity in

society are obscured and perpetuated.
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The relative prominence of the playwrights under discussion in this
thesis arguably makas difficult to frame the authors and their drama in
strict terms of marginality and erasure. Nevertheless, the dramasaf the
writers, approached from a larger context of cultural productions and
history, continues to be located in a vulnerable positiod subject to
elision insofar as the reproduction of hegemonic masculine environments of
theatre making and canonical history formation continues.

The critical lens of melancholia that locates the womenOs success on
the threshold of inclusion and exclosiresists netiberal or postfeminist
discourses that highlight individual successes disregarding the persistence of
domination in the larger context of society. At the same time, melancholia
enables a cautious awareness of how the focus on the wsilfilithese
women works in another vein: the hasty politicisation of womenQOs arts
demanding they ensure a radical claiming of possibility for womenOs life
and agency. Such a discourse generates a narrow view on agency as based
on autonomy, thereby understimg the OsubversiveQ literature in a way that
promotes a total escape from the oppressive system and eliding the work of
power that absorbs and binds us to the very system we want to overthrow.

Clearly, theloss not absence, of womenOs writing in Iristiural
productions deepens femalgitersO anxiety, whether they are successful or
not, because they must deal with a sense of impoverishment of the tradition
of womenOs writing while attempting to challenge the myth and prejudice
against womenOs art.eThery historical legacy of womenQOs erasure in the
field of cultural productions is interconnected with the historical emphasis
of womenOs role as reproducer of the future that has been pervasive both in
the South and the North in Ireland. If there exastgeneral consensus at all
regarding Othe lack of positive outcomesr many of the female
protagonists in plays by women, from all periods of the twentieth century,O
as Sihra notes, it is a way in which the expression of negativity such as
disconnectionfupture, and inability becomes Oa potent response to the false
legacyO of national history (2007: 2). Writing in 2007, Sihra maintains, Oin a
society where historical processes of female oppression have only begun to
be seriously acknowledged in the stcpolitical and academic for the last



decade or so, painful narratives need to be addressed before transformations
can occurO (207).

The recent OWaking the FeministsO movements, formed in protest
against the AbbeyOs OWaking the NationO (2015), havsetabimen in
cultural (and beyond) sectors to publicly question and expose how womenOs
arts have been subsumed by the power mechanisms to the present. A
research study on gender balance in Irish theatre, OGender Counts,O
published in 2017 by OWaking thenfinistsO, the Irish Theatre Institute and
NUI Galway, provided concrete evidence to the exclusion of womenOs arts.
The report analysed the ten largest publicly funded theatres in between 2006
and 2015, and found that Othe top two funded [theatre] ortiamss&
have the lowest representation of females in the Author category: the Gate
(6%) and the Abbey (17%)O (2017: 26). The immediate impact of the
Owaking the FeministsO movements was a demand for Irish theatreOs
commitment to gender balance, and theaeehbeen great achievements as
seen the Abbey theatreOs new directors Graham McLaren and Neil MurrayOs
2018 programme reflecting a commitment to women and gender equality, as
well as collaborations with a number of IrelandOs independent theatres such
as Pa Pan, Anu Productions, Fishamble, and Landmark. Most importantly,
the upheaval of the movements initiated a new awareness of how power
works on stage and off, and how history plays itself out. WomenOs (and
artistsO) engagement with possibilities for asiys® future is always
embedded in complicated networks of legacy, power, and negotiation both
at material and affective levels. The unravelling of these networks, OThe
Politics of MelancholiaO proposes, has been implemented, and yet it requires
an ongoing participation in the envisioning of a possibility for
transformationa transformation from withithat does not dispel difficulties

of the desire for freedom in the social, political, and cultural formation.

Chapter Outlines

The chapters conduct a focused reading of the selected plays and
bring to light various concerns of each playwright with conditions of
marginalised people in the historical and cultural context of each time.



These chapters will also reveal how the playhtsgrework and embed
melancholic states of female subjects structurally and thematically into their
work. Although explored on very different aesthetic or semiotic terms,
melancholic alterity is a crucial realm that is shared by the playwrights
across thgemporal borders between them. The playwrightsO performative
reinscription of alterity not only exposes loss and abjection of female
characters but also challenges the reiteration of historical and social terms of
assimilation or containment.

Chapter Onébegins with Gregory, thenost visible and successful
woman playwright in the Abbey history but subtly buried by her
iconographic position as Othe Charwoman of the Abbey TheatreO (Pethica
2004: 62) and thus her centrality to the cultural landscape of Ireland
represents the trope of incorporated Irish femininity. Challenging the static,
iconographic image of Gregory, the chapter explores how she envisioned
and practiced the modernist and nationaistural movement of Ireland
against the backdrop of th@eIndependence era of the early twentieth
century, when a national ideal for new Irishness was being constructed at
both political and cultural levels.

While scholarship on Gregory marks melanchati the sense that it
has been developed in attachment with Yeats, focusing on her nurturing
roles in the theatre movements, there have been various critical efforts in the
last few decades to rescue GregoryOs drama from its antiquarian position.
This chapter, seeking to illuminate Gregory on her own as an attempt to
establish her as an Oorigin® of melancholic drama of Irish women, draws on
academic writings such as LeeneyOs chapter on Gregoryliisih&/omen
Playwrights (2010), James Pethica®dady GegoryOs Abbey Theatre
Drama: Ireland Real and IdealO (2004), Lucy McDiarmidOs OThe Demotic
Lady GregoryO (1996), Anne ForgartyOs OOA Woman of the HouseO: Gender
and Nationalism in the Writings of Augusta GregoryO (2000), Michael
JarosOs Olmalglakers and Teir Discontents: Lady Gregory and the Abbey

° George Bernard Sha&® description of Gregory: though Shaw might hased the term
out of admiration for Gregof$ energetic involvement with theatre business, the
description sharply invokes Greg@ygendered position in the Abbey. See James P&hica
Qady Gregorg® Abbey Theatre Drama: Ireland Real and Id&ai, The Canbridge
Companion to Twentiet€@entury Irish Drama,edited by Shaun Richards (Cambridge:
Cambridge University Press, 2004).
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Theatre AudienceO (2012), as well as Elizabeth Coxhead{&regory: A
Literary Portrait (1961) and Ann Saddlemyer@s Defence of Lady
Gregory: Playwright(1966).

The chaptercentres on her playsSpreadingthe News(1904), a
comedy that opened the first night of the Abbey in 1904, Grahia
(1912), a fullength tragedy that is based on the story of IrelandOs mythic
heroes. While Gregory wrote a number of plays, most of which were a
substantial part of thébbeyOs repertoire, the plays under consideration
offer an important way of looking not only at GregoryOs vision as a female
writer and leader of the cultural movement but also her owspsslifioning
within it. Spreading the Newkas been received andnsidered to be a
simple caricature of Irish rural life fraught with improbable and irrational
talks and emotions, or a reproduction of colonial discourse in the form of
Ostage Irishmen.O | argue, however, that the play demonstrates GregoryOs
political ambtion to rewrite the stereotyped sentiment of Irish people in
terms of QauthenticO Irishness separate from Englishness and to channel the
apparent anomaly of Irish oral culture into a modern art of drama.

By contrast,Grania, illuminates GregoryOs feminigsion on the
eponymous protagonistOs reintegration into the patriarchal system,
interrogating the masculine social and cultural landscape of the early
twentiethcentury Ireland. The examination of these two plays challenges
the Gregory mythology that hasnstructed her as maternal nurturer of the
Irish Revival, circulated routinely thus far in the cultural landscape of Irish
history. The site of loss and erasure, explored for exampl&rania
through a process of dismissal of the protagonist from mews{@$ystragic
loss/betrayal of her beloved Diarmuid, and final return to her old husband
Finn, becomes a creative space for Gregory to imagine womanOs position in
Ireland. In this created space, the subjebject relation in the dominant
melancholic naatives of gender is reverted and subvemedst powerfully
delivered by GraniaOs provocative statement that O[In Beth@sarmuid]
will find me there before him! He will shrink away lonesome and baffled! |
will have my turn that timeO (489. The fenale protagonist is not erased

and incorporated as a ghostly other but emerges as a heroic Owarrior® queen,



remaking the self through her powerfully political (and theatrical) act of
crowning herself as queen of Ireland.

Chapter Two moves to 1930s Irelamchen the newly fledged
independent Free State of Ireland was forging its conservative state
regulations on the citizensO® behaviour in acts particularly oppressive for
Irish women. The chapter examines the plays of De#gysing onin
Search of Valouf1931), The King of SpainOs Daugh{é®35), andKatie
Roche(1936). These plays present a thematic alliance regarding whether the
shift from the era of colonial rule to the establishment of the state provided
women with any sense of liberation or improvealgy of their daily lives.

The plays demonstrate the disillusion with the Irish state during the 1930s
by foregrounding the protagonistsO claustrophobic sense deriving from the
patriarchal StateOs oppressive regulation on female subjects. In the place of
nationalist community or the modernist hope for OprogressO or
Oenlightenment,® which was integral to GregoryOs work, DeevyOs drama
features the nation stateOs anxious attachment to the ideal of patriarchal
values played out oppressively in the domestiénteand resulting in the
protagonistsO withdrawal into the internal world of fantasy.

Scholarship on DeevyOs drama is still in the making. Central to my
thesis are book chapters and articles such as LeeneyOs chapter on Deevy in
Irish Women Playwright€2010 and OlrelandOs Exiled Women Playwrights:
Teresa Deevy and Marina CarrO (2004). The chapter also draws on Shaun
RichardsOs OSuffocated in the Green Flag: the Drama of Teresa Deevy and
1930s IrelandO (1995), Anthony RocheOs OWoman on the ThresholdO (1995)
Christie FoxOs ONeither Here nor There: The Liminal Position of Teresa
Deevy and Her Female CharactersO (2000), Lisa Fitzpatrick OTaking Their
Own Road: The Female Protagonists in Three lIrish Plays by WomenO
(2007), andCaoilfhionn Ni BheachinO©Sexuality, Marriage and WomenQOs
Life Narratives in Teresa Deevy@®Disciple(1931), The King of SpainOs
Daughter(1935) andkate Rochg1936)0 (2012).

Most of the existing scholarship on Deevy has explored how
DeevyOs drama is a valuable dramatic sdhatereflects oppressive social
conditions of the podihdependence state of Ireland. In this chapter, | seek a

possibility of widening our understanding of DeevyOs drama by exploring
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the protagonistsO nourishment of fantasy as a derivation of melancholic
incorporation of loss in the external world. That is, the lens of melancholia
is productive to understand DeevyOs ambiguous representations of
protagonistsO fantasy. On the one hand, fantasy indicates the protagonistsO
dream of escape by forgetting peu$o conditions originating from
illegitimacy and poverty. On the other hand, it refers to DeevyOs insight into
young womenOs life as a matter of survival within such oppressive social
environments, which cannot be simply regarded as failure of dealing with
reality or loss of agency.

Chapter Three examines Reid@a in a China Cu1983) andThe
Belle of the Belfast Cit{1989) for the exploration of the interior space of
nonhegemonic groups in relation to national discourses against the
backdrop of Northen IrelandOs ethamtionalist political conflicts
conventionally known as the OTroubles.O Reid illuminates how the gendered
and classed ideology of the Unionist state of Northern Ireland was
particularly oppressive for Protestant workitlgss women becaa of its
politics of competing identity and patriarchal/hierarchical ordering of space.

PilkingtonOsTheatre and the State in Twenti€entury Ireland
(2001), Imelda FoleyO3he Girls in the Big Picture: Gender in
Contemporary Ulster Theatrg2003), andTom MaguireOMaking Theatre
in Northern Ireland(2006) have been an insightful source for this chapter,
especially for the understanding of the development of theatres in the
Northern Irish context. Although | acknowledge MaguireQOs insistence on the
needto look at Northern Irish drama and theatre on a separate plane, |
suggest that the reading of ReidOs drama along with the drama of Gregory,
Deevy, and Carr can illuminate better how different experiences of women
across the border, time, and religionyéahared notions of struggles and
survivals with each other. Moreover, MaguireOs evaluation of ReidOs drama
as Ofollow[ing] the dramaturgical traditions of Troubles drama in which
women or outsiders are used to offer alternative perspectivesO (151) is a
limited categorisation. Thus, this chapter integrates articles that read
through ReidOs politicisation of the domestic and interpreted her work in
relation to women dramatists in the Republic. | draw particularly on articles
such asloanna LuftOs OBrecht@@stus and the Politics of Tea in Christina
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ReidOJea in a China Cup (1999), Jozefina KomporalyOs OThe Troubles
and the Family: WomenQs Theatre as Political InterventionO (2004), Carla J.
McDonoughOs O0I0Ove Never Been Just MeO: Rethinking Womem®3s Positi
in the Plays of Christina ReidO (2000), Lisa FitzpatrickOs ODisrupting
Metanarratives: Anne Devlin, Christina Reid, Marina Carr, and the Irish
Dramatic RepertoryQ (2005), and Megan W. MinogueOs SGtome
Politics: The Politicisation of the Parlour &o in Contemporary Northern
Irish DramaO (2013).

Considering the paucity of literature that deals with conditions of
Protestant workinglass women against the backdrop of political conflicts
in Northern Ireland, the exploration of ReidOs drama in thjstehoffers an
opportunity to advance the understanding of womenQOs drama in Ireland.
Delving into the family discourses nourished by women, ReidOs plays unveil
the melancholic status of loyalist women hidden behind the fasade of
Protestant supremacy anéspectability. The significance of her plays
comes from the challenge to the underrepresentation of Protestant women in
all aspects of cultural and political life across the islands of Ireland. In
Northern Ireland, the Unionist hold over the main cultimatitutions was
instrumental in legitimating the social divisions and made it impossible to
investigate from within the problems of the privileged -gddintity of
Protestant Unionists. Moreover, Unionists/LoyalistsO militant performances
on the street sin as the Orange OrderOs triumphalist marches and
paramilitary terror campaigns against the IRA resurgence have defined the
cultural landscape of Northern Ireland as exclusive, hegemonic, and
masculine. Although the establishment of the Lyric Theatre ifagen the
1960s offered a way of examining what constitutes the nation in a wider and
more inclusive social and political context, the representations of women
did not still see a substantial advance. The neglect of women on the stage of
the Lyric is patially due to its attempt to redefine the identity of Northern
Ireland through representations of significant historical events that were
held by masculine perspectives. Emerging from this cultural context, ReidOs
efforts to deconstruct the realm of femity and domesticity involve
conferring histories to the minor subjects through the charactersO memories

that are delivered to audiences by means of storytelling, dancing, singing,
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and other performances often conflated with the offstage sounds of Orange
marches or Loyalist rally. The effect of those performances within the play,
while emphasising rich histories of womenQOs experiences, is to bring to light
the domestic as deeply inflicted by political struggles: in ReidOs politicised
and historicised spacef home, the characters gain diverse positions of
articulation that are often acquired by their incorporation or conscious
resistance to political discourses. In so doing, Reid problematises the trope
of home as preserving the national security agaiesthieat of Qoutsiders,O
which was perpetuated at the expense of women and the domestic whose
security in reality was constantly violated by military and paramilitary
operations.

While ReidOs interest was mainly in the political construct of the
domesticin order to disrupt the longtanding marginalisation of it from the
public recognition, Marina CarrOs Midlands plays written in the 1990s delve
into the internal landscape of the characters who are located on the margin
of IrelandOs rapid social changevdeds the national embracing of global
economy and culture. The landscape that often reflects both conditions and
possibilities of the protagonistsO interiority, is itself a character in CarrOs
plays that buries and yet preserves memories and losseglsbusarking
the margin of the nationOs speegen progress. Chapter Four considers
The Mai(1994), Portia Coughlan(1996), andBy the Bog of CatsK1998),
all of which are concerned with the charactersO obsessive attachment with
loss and the resultinge-destruction. The tragic sense of the plays derives
from the protagonistsO fatalism or ontological struggles in which they
perceive their existence as OthrownQ into the world and condemned to live in
the mode of dereliction and abandonment. Howevern(Badelineation of
the charactersO sufferings in relation to familial and communal legacy and
memories makes possible to illuminate the loss of self/other as a process of
cultural formation, the conditions of abjection as produced by the nationOs
exclusivediscourse of modernisation. By interlocking the interiority of the
protagonists with mythical and symbiotic elements of the countryOs
landscape (the bog and lake/river of the Midlands that preserve the residue
of modern progress in the circular time ofihing), CarrOs plays allow the
forgotten and invisible stories of the society to emerge in order to challenge
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the nationOs collective amnesia of the repeating patterns of domination and
exclusion in modernisation discourses.

There has been an extensivéical engagement with CarrOs drama
for the last two decades, which saw a number of publications of journal
articles on CarrOs drama as well as Cathy Leeney and Anna McMullanOs
edited collection of essayBhe Theatre of Marina Carr: OE before rules
was male§2003) and Rhona TrenchOs monogrBpdndy Living: the Loss
of Selfhood in the plays of Marina Caf2010). A significant number of
writings on CarrOs drama consider the issues of Irishness in relation to Irish
femininity and landscape despite slighdifferent angles: a cultural and
historical meaning of Irish authenticity that is performed in CarrOs drama
(Clare Wallace), postcolonial approach to CarrOs drama in which CarrOs (the
AbbeyOs) return to the rural Ireland is seen as a turn away fromitdr©sy
(theatreOs) public role of interrogation of -netnial condition of the
nation (Victor Merriman); the question of space in relation to national
identity and marginality of nenationals (Enrica Cerquoni); the positioning
of Carr in the traditionof Irish drama associating her deployment of
grotesque and black humour with J. M. SyngeOs drama world and Teresa
Deevy. CarrOs deployment of grotesque, black humour and exploration of
the charactersO sense of entrapment within the domestic setting, for
example, resulted in a further critical engagement that attempted to position
CarrOs drama in the tradition of SyngeOs macabre humour (Bernadette
Bourke 2003; Melisa Sihra 2000, 2005, 2007). However, these efforts to
position CarrOs work in the tradition Idéh drama did not consider how
CarrOs macabre humour corresponds with GregoryOs dark humour in a
comedic work such &Spreading the News

The discussion offhe Maiexplores the relationship between the
placemaking and the narrativ@aking as a way ofegking possibilities to
connect oneself to the world. In the analysis of the play, | suggest that the
notion of Ohome® as accommodating the self is profoundly disrupted by the
legacy of storytelling evoking the uncanny sense of homelessness within
home. Inthe exploration ofPortia Coughlan | focus on the eponymous
protagonist PortiaOs narcissistic malady that derives from her desire for the

primary oneness with her dead twin brother in search for a connectedness
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and belonging while radically rejecting tls®cial norms of gender. The
discussion oBy the Bog of CatsEeonsiders the communal rejection of the
Traveller woman Hester against the backdrop of the communityOs obsessive
ownership of land and memories. Challenging the communal desire for the
eviction of otherness, the play brings to centre stage the inexoealne of
the repressed in a vehement and destructive eruption. Throughout the
chapter, | seek to argue that CarrOs artistic deployment of melancholic
attachment with the (loved) lost other and performative symptoms allows
multiple border crossings, whichultimately transforms MidlandOs
realist/ontological home/genre into an uncanny mode of stage. | also argue
that haunted stage of CarrOs drama, materialising dynamics between
presence and absence on stage, disintegrate the purported reality and
coherence oftime, space, and identity, allowing us to interrogate and
envision an alternative view of belonging and connection to the world.
Throughout the thesis, | investigate multiple crossings and
migrations of loss in the centutyng process of natichuilding. My
engagement with generational representations of women ultimately aims to
enable a reading of history from a perspective of melancholic
performativity. Characterised by repeated patterns of assimilation of others
while being constantly haunted by OremeisO of such a process,
melancholic performativity reveals how every narrative of history is a
retroactive performance of securing memories, involving a forgetting that it
produces loss. As Schneider associates it with an Oarchival drive of historyO
(2011: 99), the view of melancholic performativity indicates history as
inherently a trace of loss. That is, the objects (records/documents) remaining
visibly in history are mere indices of disappearance of performance itself
(the act of writing according toedain norms and principles). The
performative of history, then, compels an unremitting reparticipation, re
enactment and reengagement with what is disappearing from our horizon

(losses of a history), which is also a form of making the worlds.

I %1



Chapter One: Augusta Gregory (185201932)
Beyond the Gregory Mythology

Troubling the Gregory Mythology

Augusta GregoryOs contribution to the shaping of IrelandOs national
theatre in the period of Irish Renaissance is massive and profound. Since her
participationin the movements in the late 1890s, Gregory wrote vty
plays published or performed in the Abbey, which does not include some
co-authored plays such @3athleen ni Houlihan(1902), The Pot of Broth
(1902) andThe Unicorn from the Stard.907). She collected Irish folklore,
translated it from Irish to English (mostly using the Kiltartan dialect, a
HiberncEnglish form that she learned from the country people of the Gort
region). She recreated such oral literature in her own imaginatidn a
textually represented it, the first major work beir@uchulain of
Muirthemne (1902) followed byGods and Fighting Mer§1904), which
inspired both J.M. Synge and W. B. Yeats to work on Irish mythology in
their drama. As a guiding director and managethefAbbey, she was also
involved in every aspect of the theatnaking. In her autobiography,
Seventy Yeayspublished in 1974, Gregory expresses the level of her
devotion to the theatre business as follows: Othe endless affairs of the Abbey
Theatre, almdscrushing out, as it seems, other interests; the effort to
maintain discipline, the staging, the reading of plays, the choice of plays, the
guarrels among players, the suspicion of politicians and of the authorities,
anxieties about moneySejventy Year11)®

However, as Cathy Leeney notes, such a vast range of activities and
achievements OovershadowsO her genius as playwright, which is manifest in
the neglect of Gregory as dramatist and emphasis on her role as patroness of
the Revival (2010: 3). The G@ory mythology,® constructed through a
combination of neglect of her drama and emphasis on her administration
skills as nurturer Obehind the scenesO of the Revival (Kohfeldt 1985: 259),

19 one example of her managerial determination and effort includes her challenge against
the British censorship that attempted to biae production of G. B. Sha&&The Shewing

Up of Blanco Posnéh Dublin (summer 1909)ONe did not give in one quarter of an inch

to Nationalist Ireland at The Playboy time, and we certainly cannot give in one quarter of
an inch to the Cast@®Our Irish Theatre[1913] 1973 90).
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has been persistently upheld in the tradition of Irish literature tigis day.

At the centre of the Gregory mythology is the egerphasis on her iconic
image as an Ascendancy matriarch in Victorian black, Othe duchess who
says yes or the old lady who says noO (McDiarmid and Waters 1995: xl), or
OvYeatsOs collaborator @l helpmeet and factotum of the early Abbey
TheatreO (Leeney 2010: 3).

The mythology is problematic because the reductive accounts of
GregoryOs active role in the cultural life of Ireland revolve around the
repression of her position as a writing subjédfloreover, it extends to the
subtle marginalisation of Gregory in the constellation of male writers who
have formed the literary canon of Irish drama and theatre. For example, the
AbbeyOs 2004 centenary programme did not include any of GregoryOs
dramaticwork. Indeed, with the few exceptions ©he Gaol Gatg1906),

The Rising of the Moo(1907), andThe Workhouse War(l908), which

were staged intermittently in the 1940s, most of GregoryOs plays have
ceased to be performed in the national theatre sineel®40s. In the
academic field, GregoryOs work has not received the same quality of
privilege as the canonical work by her contemporaries, Yeats and Synge.

GregoryOs position in the history of Irish drama and theatre
exemplifies a melancholic formation diterary canon in Ireland, which
sustains her work as Othe formative but denied ghostO (Cheng 2001: 12) at
the heart of its canemaking. According to Anne Cheng, the canon as a
cultural category exercises multiple layers of exclusion for the maintenance
of a hierarchical, mainstream cultural structlfén the dynamics of
melancholic canon formation, GregoryOs contribution is acknowledged but
not without a sense of obligation: she is allowed in the canon only in

compromised and textually effacing ways.

" This partially attributes todescriptions madéy her contemporary colleagueand the
ongoing illumination of her as the maternal of the Revival in biographieshef male
writers such as W. Breats.

2The structure oftnairstrean®is continued through the fiction of possession where the
denial of loss (Gregory as dramatist, for example) is elaborated with the unconscious
repression of the return of the lost object: the repression of melancholic alterity as a
threatening source fdhe disintegration of an established order is exercised in the canon
formation
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This chapter challenges the constructed Gregory mythology and
explores some of GregoryOs plays that reflect her authorial vision and
energy, particularly focusing on her perception of loss as an enabling source
of artistic imagination. As demonstrated irr lessays such as OThe Felons
of Our LandO and OLaughter in IrelandO as well as her autobiography
Seventy YearsGregory showed her persistent interest in a way of
transforming personal and historical concerns of alienation, loss, and defeat
into the fieldof artistic negotiations, if not freedom. While GregoryOs life
itself is characterised by constant negotiations between conflicting forces of
artistic desire and traditional obligations as an Afigkh female writer, |
argue that drama was a crucial fordor Gregory in which she could
challenge restrictions placed on her gender and class. A critical lens of
melancholia that considers dynamism of construction and deconstruction of
the subject illuminates GregoryOs drama as an artistic site of negotiations
with various historical losses, challenging divisive categorizations that
function to flatten the authorOs drama works and reproduce mythical
discourses of Gregory as the maternal of Revivalism. The critical lens also
enables a consideration of Gregorgdsition as dramatist in a larger
context of the national theatreOs project of modernizing traditional
performance practice®B namely, a project of incorporating the perceived
disjointedness of colonized peopleOs bodies and sensibilities into a coherent
work of modern arts.

The chapter focuses mainly @&preading the Newd904), a onect
comedy performed on the AbbeyOs opening nightGaawia (1910), a full
act tragedy that was never performed in GregoryOs lifetime. Despite
differences in genre, styland tone, these plays offer an important way of
examining how Gregory negotiated her position within the cultural
movements of early twentiettentury IrelandSpreading the New®ne of
the most popular plays amongst GregoryOs oeuvre along with othetycom
pieces such ablyacinth Halvey(1906) andThe Workhouse War(l1908),
has been treated as a light, farcical caricature of Irish rural life. As James
Pethica points out, many critics, then and now, consider that she
Ocompromised her artistry for the the@s benefit by writing too muchO

(2004: 70) and regard her comedies to be short of artistic perfection as seen
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in Sean OOCaseyOs regretful re@&®k good deal of what she did shows
hurryO (Qtd. in Pethica 2004: 70). Certainly, Gregory maintained isusar
writings that she wrote comedies to provide an alternative to YeatsOs poetic
drama and to meet the AbbeyOs need for a broader repertoire.

However, a reading ofBpreading the Newthrough the lens of
melancholia exposes GregoryOs aesthetic aspiratibe establishment of a
new comedic mode that encompasses melancholic alterity of Irishness.
While symptoms of melancholia produced by colonialism involve loss of
dynamism of representation as explicit in the circulation of stage Irishness,
GregoryOs cordg deliberately invokes the eccentricity, incongruity,
mismatching speech, and fantasy of stage Irishman challenging the fixed
categorisation of colonial politics. In so doing, | argue, Gregory
incorporates the Irish sensibility, characteristically defiaganelancholy or
tragic dignity in her essays, into her creation of comedic mode that can
speak to the new IrelandOs evolving sense of nation. At the same time, the
play demonstrates GregoryOs appreciation of melancholic Irish popular
performance traditios (or oral traditions) that she desired to transform into
a legitimate literary form and bring upon the stage with Odeeper thoughts
and emotions of IrelandO\r Irish Theatre20) for Irish audiences.

GregoryOs 1910 playrania, featuring heroes from Itis folkloric
mythology, illuminates the psychological and emotional struggles of the
protagonist who persistently refuses her status as OinvisibleO in the
relationships with the male characters. The play demonstrates more directly
GregoryOs agency as fematiter and leader of the cultural movements: the
play delivers the authorOs conscious awareness of her position in the cultural
landscape and mirrors GregoryOs efforts to make her own way through
painful negotiations while remaining within the system. éAsubversive
dramatisation of passive womaation ideal speaking for the empowerment
and selfassertion of womerGraniatakes a specific position in Irish drama.
First, it should be noted that various biographical comments on Gregory
points out thaGrania was not performed in her lifetime because she felt it



too autobiographicdf Thus, given that the play echoes GregoryOs personal
experiences, the play offers a way of dismantling those aspects of the
Gregory mythology that centre on the playwrightOsrnatisation of
Victorian patriarchal mores or her lack of feminism. Secondly, the play is
one of the most compelling feminist works in the era of Irish Revival.
Maria-Elena Doyle remarks that O[m]ore interested in redefining the image
of the natiorbof rejecting a feminine characterisation in order to embrace a
masculine oneb many Revival writers overlooked the possibility of
reconstituting Irishness by rethinking what it might mean to be a womanO
(Doyle 1999: 34). Similarly, Rebecca Pelan observesatiaature of the
Revival plays is Oa fairly constant denial of Oreal® women through the
portrayal of a feminised/idealised Ireland sacrifice in exchange for
sovereigntyO (1999: 248. These assessments of Revival drama illuminate
how the reality of womeds life remained invisible in the field of
representation, as it was obscured by the literary glorification and
idealisation of women. In this context, GregoryOs engagement with Irish
femininity and mythology is significant to the extent that she rewtites
stereotypical position of mythic women as passive on the one hand, and
unruly or destructive on the other hand. In so doing, Gregory 'seplkse

for women on the Revival stage that does not merely echo their iconic
stasis, challenging the devaluatiamd erasure of women pervasive in
historical and cultural discourses of her time.

A number of Irish drama scholars have attempted in the past few
decades to rescue Gregory from the OantiquarianO position and have
explored her drama from various angles. sMimotable in the critical
literature of GregoryOs work is an attempt to examine the feminist
dimension in GregoryOs nationalist aspiration to the rewriting of Irish

identity and history. Cathy Leeney, particularly focusing on GregoryOs

31n her biography of Gregony,ady Gregory: An Irish Lifg2011), Judith Hill states that

the play was not performed during her lifetime because she felt Oit was too
autobiogaphical to be released in publicO (333); Mary Lou Kohfeldt also mentions on this
in Lady Gregory: The Woman Behind the Irish Renaiss4h685): OGregory told more
about herself irGrania than she wanted knownO (216). It is also widely known that Yeats
opposed to the production of the play for a dubious reason, to which | will return in the
latter part of this chapter. For further information on the issue, refer to HitfysGregory
(2011: 333) and Cathy Leeneyfish Women Playwrights 1960939(2010: 44).
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history plays, traes the development of female characters in two different
versions ofKincora written in 1905 and revised in 1909 as well as
GregoryOs 1909 pla@rania in order to present the development of
GregoryOs ideas about womenOs position within Irish nationalidrer |

book Irish Women Playwrights, 1961939: Gender and Violence on Stage
(2010), Leeney regards the plays as Odramatisations of the clash of concerns
between nationalist interrogation of myth and p@minist interrogation

of genderO (43). In so dojnghe positions Gregory as Oa key creator of
images of Irish women caught in the trap of nationalist, masculinist
ideology,O and she argues thatGrania Othe myth of sovereignty is
transformed from a trope that traps the woman as image, into a
representation of real power that challenges, and penetrates an exclusionary
patriarchal structureO (43, 44). Maureen WatersOs article, OLady GregoryOs
Grania a Feninist voiceO (1995), illuminates how GraniaOs problem of
status, characterised by difficulty of asserting authority over her own life
and determination to Oestablish the terms of her reintegration into the
communityO (21), is in parallel with Gregory@gsle to relocate herself in

the history of IrelandOs cultural life thus far determined by dominant male
groups. In her article OThe Demotic Lady GregoryO (1996), Lucy
McDiarmid analyses some of GregoryOs work based on her relationship with
Wilfred ScawenBlunt, with whom she had a shédrted affair in 188283.
McDiarmid argues that BluntOs imprisonment in Galway Gaol in 1888
provided an inspirational grounding for Gregory to develop her literary
world of nationalist felons (literature of rebels) exemetifin her sonnets,

her essay OThe Felons of Our LandO (1900), and her 190Bhpl&yaol

Gate McDiarmidOs feminist perspective provides that the boundary
between the within and the without drawn by the prison walls enabled
GregoryOs literary trope in whi women without the walls had
opportunities to achieve a literary povea kind of subversive reinscription

of gendered trope of muse.

Leeney notes that Ofaced with her [GregoryOs] extraordinary
achievements in so many fields, and unable to erase togetder, some
critics opt to confine Gregory to her biography, and the roles of W. B.
YeatsOs patron and ascendancy hostessO (2010: 57). While such a
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confinement of GregoryOs work characterises the melancholic condition of
GregoryOs status with the Iriiterary canon, these feminist readings of
GregoryOs work have redirected the authorOs static image in OGregory
mythology.O Moreover, Anna PilzOs recent engagement with the Abbey
productions of GregoryOs plays, particularly in her articles OLady GregoryOs
The Gaol Gate Terency MacSwiney and the Abbey TheatreO (2015) and
OOA bad masterO: Religion, Jacobitism, and the Politics of Representation in
Lady GregoryOsThe White Cockad® (2016), has illuminated the
OflexibilityO both of GregoryOs plays and thehtperformances and
acknowledged the Ocontemporary potencyO and the power of her plays as
engendering Odialogue and understandingO between opposing ideas and
groups in a particular historical and political context of Ireland (2015: 277;
2016: 152). Thesescholarly efforts not only made visible GregoryOs
political and creative intervention in the nationOs cultural discourses but also
expanded the critical knowledge of GregoryOs plays. However, these
readings have been rather focused on GregoryOs tragedigstooical

plays. As a result, GregoryOs comedies still remain outside serious feminist
concerns. One of the reasons for this neglect may reside in the apparent
invisibility of womenOs will and voices in GregoryOs comedies.

However, GregoryOs comediesspecially Spreading the News
demonstrate how Gregory realised limitations deriving from her gender and
class and negotiated them with the belief systems of-caldnial
nationalism. As Anne Fogarty note§regoryOs Ointerrogation of the
persuasive fantass of social cohesiofin her comedies] is both result of
her realisation of the marginal role of women in nationalist movements and
an emanation of her own perspective as an outsider in the national
community to which she can never wholly belGn(000107). Besides,
GregoryOs innovative enterprise of establishing a distinctive genre of Irish
comedy brings to the fore her aesthetic negotiations that at once speak to
and challenge her assertion of her own writing as apolitical, feminine and
supportive, which, as Fogarty argues, Oshould not be construed as an
acceptance of passivity and powerlessnessO (110). Thus, the examination of
two different genres of drama, | argue, meets the purpose of exploring how
Gregory integrates the sense of melancholic lbsgh at personal and
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communal levels, into the creation of her drama disintegrating both colonial

and national fetishistic insistence on the mythology of stereotyped identities.

GregoryOs Artistic Negotiations for WomenOs Place

Augusta GregoryOs joutrentry on March 8, 1924 describes the
Green Room of the Abbey filled with delight due to the success of
0OcCaseydsno and the Paycocket in the 1922 Civil War and premiered
in the year when the whole nation was still pained by the national division.

At the end of the journal entry, as a response to YeatsOs rather derogatory
comments on OOCasey as a writer whose background limited his writing
ability but who Othoroughly understands the vices of the poth® (
Journals Vol. 1485), Gregory writes: OButahfull house, the packed pit

and gallery, the fine play, the call of the mother for the putting away of
hatred® OGive us Thine own eternal lo@hade me say to Yeats, OThis is

one of the evenings at the Abbey that makes me glad to have been bornOO
(485).

Gregory here appreciates above all the power of OOCaseyOs play as
emerging from the elevation of Christian humanity achieved by his
characterisation of the mother figure, Juno, whose enduring love ultimately
works, to GregoryOs mind, to cure the traimedperiences of Irish people.
GregoryOs response also indicates her appreciation of the potential of
theatrical performance as an artistic tool that can build and consolidate an
affective national community that may move beyond the limited space of
theate. GregoryOs faith in Christian humanity mediated through
performance as remedy for social divisions is repeated in the following
dayOs journal. Pointing to JunoOs prayer to the mother of Jesus, Gregory says
to OOCasey: OOThat is the prayer we musg,atlisghe only thing that will
save us, the teaching of Christ®. He [OOCasey] said. OOf humanityOO (486).
Gregory does not write how she responded to OOCaseyOs quick correction,
but she reflects on it in her journal, OBut what would that be without the
Divine atom?0(486). Here, Gregory affirms JunoOs matriarchal resilience
that does not give in to the social and political, as well as personal, tragedy
by linking it to the Christian seBacrifice.



GregoryOs deep empathy with Juno, expressed explicitijei
journal through selfeflection, offers a window through which to glimpse
GregoryOs vision of her role in the Irish theatre movement: the construction
of her selfimage as a Oguiding spiritO of the Irish Renaissance (Kohfeldt
1985: 259) through thelevation of feminine and theatrical iconography.
GregoryOs setnstruction of her role and image as OpatronessO of the
cultural movement has been often associated with her conservative view of
women deriving from her Ascendancy background that embramddridn
mores of womenOs silence. In her biography of Gregory, Judith Hill
confirms this view by saying that Oshe believed that women should put men
first, or at least be seen to, and so she concealed some of her successes and
made her presence felt inglatly. She made no public statements about the
role of women in society, and lived her life as though there was no need for
change® (2011: viik). GregoryOs diary entries manifest, although
obliquely, her conception of gender roles as described in HitlGsints:
she does not directly challenge the opinions of the male writers. Rather, she
glosses over the point by subtly changing the topic as in the occasion with
Yeats, or she silences her voice when facing a confrontation turning it into a
reflexive déerral of judgment: in the OOCasey example, Gregory found
expression at a later moment of in her journal entry, but only through an
elliptical mode of writing.

GregoryOs thwarted seKpression may be linked to her personality
defined by Hill as Oemotialty restrainedO and Oextremely secretive of her
private lifeO (Hill 2011: x), possibly being a result of Oa strict Victorian
upbringing which devalued and constrained the activities of women and
thus encouraged a certain duplicity to conceal socially asmaable
motivesO (Waters 2004: 14). This ambivalent and reflexive mode of
speaking and writing manifest in GregoryOs journal entries is also
characteristic of the style of her autobiograpBgyenty Yearghe opening
of which positions her book as devobteo her grandchildren. Notably, in
that opening, Gregory sets up herself up as Oone of the children of fancy
[her grandchildren] read about in their storybookSévénty Year$). As
Waters poignantly addresses the issue, GregoryOs narrative thatkmterloc
her life with a character of childrenOs fantasy stories is seemingly Othe irony

! &"



of an immensely successful womanO (2004: 12). Relatedly, Waters notes,
the construction of the speaking subject in the third person in the first two
chapters of the autobicaphy also shows Othe fundamental problemO of her
autobiographical writing. According to Waters, Gregory had difficulty in
Owriting directly about her own deepest feelings, constructing the personal
10 (14). WatersOs argument is supported by the facthtoaghout
GregoryOs autobiography Othe focus rarely falls on herself alone. She
typically speaks of herself in collaboration with or in the company of
another, or as witness or contributor to some larger cultural or political
event [E] The narrative elids or denies personal desireO (14).

However, this melancholic loss of QIO in GregoryOs autobiographical
works reveals the playwrightOs careful construction of narratives where loss
becomes a way of engaging with the outside world, negotiating her personal
emotions with the creative enterprise. In other words, GregoryOs focus on
others in her autobiographical narratives symptomatically suggests that she
is conscious about her position subtly marginalised to the outside the realm
of cultural and political eablishment. Yet, the loss of OIO becomes a
narrative strategy in which the conference of privilege on the stories of
others refracts any possible accusations otigglbrtance or egotism. At
the same time, by interweaving the personal journey with pabéats and
people she can legitimise her career as successful writer while avoiding the
censure of patriarchal social mores. Such negotiations between loss and gain
(modesty and selissertion) most intriguingly characterise GregoryOs
lifelong struggles tofind a place for women within the eraOs cultural
movements.

Christopher Murray acknowledges Oa special place for womenO as
significant in GregoryOs work (1997: 58pwever, he argues that Gregory
was Ono radical in favour of womenOs emancipation,O eeuenpO[tlhe
people she most admired were all strong men, not womenO (56). For
Murray, with the exception ofGrania which Oremains a fascinating
curiosity rather than an idea fully and dramatically realisedO (59), the
special place for women in GregoryOs work is a traditionally feminine one.
He contends that, while men of GregoryOs plays take action, women either
hold secrets or are significantly silenced. And to resolve a problem of
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empowerment, Gregory presents woman as idealised, often functioning as a
spiritualising force intervening in a violent and mdtminated world (55
59).

Cathy Leeney, however, discussée tway in which silence can
function as a mode of discourse in performance. She notes that the Ophysical
presence of the silent performance on stage creates an embodied dialogue
with whoever is speaking, and the audience experiences silence through the
visual image, and as a counter to languageO (2010: 31). GregoryOs drama is
an artistic manifestation of such negotiations where the personal loss and
silence is integrated into the display of empowerment and presence,
interweaving the clashing interests of adhcters and highlighting
complexities, or even paradoxes, engendered by the limiting scope of
womenOs position. For example, Gregofi{@sGaol Gatenegotiates the
iconic realm of the maternal that functioned to limit womenOs role in the
nationtbuilding. The play features a felon, Denis Cahel, who has been
hanged for the charge of political activism. Mary Cahel (DenisOs mother)
and Mary Cushin (DenisOs wife), whose arrival at the gate of Galway Gaol
opens the play, are pained due to the rumour that Derds informer, a
betrayer of the national cause and the family.

A subtle displacement of gendered centrality and marginality on
stage, the death/absence of the son/husband allows the women to grieve
their loss and articulate their frustrations and desparhile Denis never
appears onstage throughout the play, the felonOs absence enables the female
characters to make their own voices, their grief and frustrations heard
onstage. Interestingly, even though both the mother and the dauglzter
lament on lhe shame that has befallen their son/husband and themselves, the
nature of their grief seems distinctively different. While the motherOs lament
is romanttised, the daughtén-lawOs mourning accords with concrete
issues that she must face. The young witg{@§ centres not only on her
husbandOs loneliness in death and the destruction of his Ogoodd name, but
most distinctively on her own logon hardship that she and her child must
suffer in disgrace. Thus, her keening, which is framed by the repeating
phrase Owhat way will | be@hge Gaol Gate8), reproves her husband for



losing the trust of the community and transmitting the shame to the living
members of the family.

The balanced dynamism between the voices of the mother and the
wife onstage is, however, broken by the arrival of news that Denis died in
another manOs place rather than inform against him. At this moment, the
wifeOs mourning for her personal loss extéadbe larger context of the
social injustice: OWhat justice is there in the world at all?0 (9). The wifeOs
keening, thus integrates her sense of loss with the prejudicial power
structure of both colonial authorities and the national community that she
hasto survive. Significantly, this final protest of the wife is subsumed by
the motherOs eulogy of her son as Othe best reaper and the best hurlerO (10)
and finally as a saviour and a martyr of the nation. By taking control of
DenisOs story, the mother efffiegly replaces discourses of treachery with
those of heroism and asserts her role as assuring the value of DenisOs name
in peopleOs memory. Regarding GregoryOs inspiration drawn from the

imprisonment of men, Lucy McDiarmid contests:

He, the male felongets fame, visibility, publicity; she, the female
nonfelon, gets literary powers. She is the bearer of his memory, the conduit
of his name and sufferings. In other words, the felon is a kind of muse for
Lady Gregoryba male muse, of courd®and intimatecontact with him,
especially (but not exclusively) while he is imprisoned, leads to literary
production of all kinds: drama, poetry, book reviews, essays and letters to
editors. The jail gateOs presence precludes physical intimacy and ensures
that the felo remains a muse and not lover (1996: loc. 3541).

As a defining trope of GregoryQOs literary world, the loss of heroic men is an
empowering mediation through which Oshe comes in contact with the source
and grounding of her inspiration, and Ireland thatmsitant, bound,
dependant, maleO (1996: loc. 3547). The powdhefGaol Gatelso lies

in its presentation of womenOs conflicting interests in the process of myth
making. While the maternal voice transforms the real (or the erotic) into an
artisticallyculturally iconic vision of nation and characterises GregoryOs
literary imagination of the maternal as an enabling force, Gregory subtly
puts the realm into a public interrogation by making visible the wifeOs
silence in the final act of the motherOs kegniConsidering the

performative power of silence as a form of embodied language onstage, the
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exclusion of the wifeOs voice in the final scene becomes a potential refusal
of melancholic retention of loss, a refusal of the idealisation of the
husbandOs dbatGregoryOFhe Gaol GateOreveals the making of myth
rather than presenting myth as truthO (Leeney 2010: 31) making visible the
cost of it by presenting the heroOs absence and the wife/loverOs silence.
GregoryOs prose reflections in her autobiograptydary may be
read as a site of her melancholic writing that symptomatically delivers
GregoryOs sense of self, constructed by the internalisation of the gendered
social terms of her class. However, my interpretatioiiled Gaol Gateas
the authorOs aristnegotiation for womenOs place in the context of
nationalism and cultural movements complicates any easy categorisation of
GregoryOs idea of women or her-ssumption of maternal role as the
nationOs guiding spirit. Moreover, Gregory revisit&iania the silenced
realm of the wife/loverOs desire, interrogating again the cost-afsselftion
and provocatively combining it with explosive forces of emotions and

sexuality.

Melancholic Irishness and Street Performances

GregoryOs observation of melancholy in Irish people derives from
her activity of collecting and studying Irish sorigsnostly street ballad®
and stories widely sung and told among the country people of her region.
Gregory writes, Ol find in our Irish auy people, who are after all the real
nation, the underlying melancholy, the tragic dignity, the poetic imagination
| find in the Gaelic writers, old and newO (OLaughter in IrelandO 286).
Although Gregory doesnOt bring to the fore the political injusticée
British colonialism in her discussion of this affect felt by Irish people, she
identifies a series of failed revolutionary movements against colonial rule as
a background of deeply entrenched feelings. In her essay OThe Felons of
Our Land,0 Gregotinks this particular affect to the conception of Ofelony®
that she regards as having achieved a distinct meaning in the course of long
historical conflicts between the Irish rebels and the colonial regime, which
has in turn influenced the quality of hisongs and literature. She writes:



Whether with such a purpose [of comforting trembling and discouraged

men], or whether through the nature formed by generations of loss, it is not
of conquerors or of victories our poets have written and our people have
sung through the last hundred years, but of defeat and of prison and of
death (OThe Felons of Our LandO 622)

Here, Gregory seems to perpetuate the Victorian discourses of Celticism
echoing Mathew Arnold®s romantic portrayal of the Irish: Othe Celiits gen
had sentiment for its main basis [E] with love of beauty, charm and
spirituality for its excellence, ineffectualness and -wélf for its defectO
(Qtd. in Kiberd 199631). Although a benign attempt on ArnoldOs side to
reconsider the cultural relatisnbetween the English and the Irish, his
description of Celtic emotionalism (seen as the subconscious of the Saxon
psychology) extended to colonial discourses whose emphasis on Oracial®
differences was mapped onto gender, promoting the Celtic psyche as
feminine, lacking the sane and rational mind crucial to political
responsibility. While this colonial discourse had dual purposes of
identifying and justifying the coloniserOs positional superiority and of
subjugating the colonised, the stereotypical notiblmishness was not only
confined to the coloniser. As Richard Kearny notes, many of the Irish
people Oalso endorsed this portrait of themselves. They internalised the
masterOs view, donning the masks of siagfery with relishO (1997: 172).

According © Ranjana Khanna, in the context of colonialism a
symptom of melancholia is manifest in the loss of dynamism of
representation necessitated by colonial politics. Khanna writes that
(post)colonial melancholia is characterised by Oan emptying out of the
proeess of language and meaning formation from the word,O which she
terms OdemetaphorsationO (2003: 25). Celticism circulated in the Victorian
era could be seen as a cultural phenomenon of antimetaphorical
understanding of the colonised, translating and figathe Irish mind in the
uni-dimensional meaning that marks Irishness in the realm of loss or
eccentric alterity of the colonial other.

As Khanna notes, such systems of colonialism Onecessitate the right
of representation to be achievedO (26). HowevefdémetaphorizationQ
involves a process of creating racial ideal and naturalising/essentialising it

in relation to a notion of inherent lack or disability, how can the breaking of
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Odemetaphorization® be achieved? W. B. YeatsOs 1898 essay OThe Celtic
Elemen in LiteratureO (written two years earlier than GregoryOs OThe
Felons of Our LandO) that takes on ArnoldOs Celticism may provide a case
for how the revivalists attempted to transform the injurious language of the
coloniser into selaffirming accounts inorder to prepare for the -re

formulation of Irishness. Yeats writes:

[E] literature dwindles to a mere chronicle of circumstance, or passionless
phantasies, and passionless mediations, unless it is constantly flooded with
the passions and beliefs of antiéimes, [E] the Celtic alone has been for
centuries close to the main river of European literature. (OThe Celtic
ElementO 198)

Yeats, rather than refusing ArnoldOs essentialising and romantic accounts of
Celticism, expands the stereotyped category to a wider perspective. Moving
beyond the Celt and Saxon binaries Owith its universalising scope and in its
open acceptance of its owgnoundO (Welsh 1993: xxiv), Yeats promotes the
ancient Celtic tradition as central to European knowledge and literature.
Moreover, his emphasis on the potential of knowledge hidden in the ancient
Celtic tradition as a source of European imagination jestithe need to
open up the imaginative wonder of antiquity as an enabling set of national
consciousness, the need to liberate the national imagination.

Gregory shared with other cultural revivalists including Yeats the
strategy of unravelling the culturithmework that justified the colonial rule
by setting up preolonial antiquity of Ireland as utopia: a project that found
its possibility of rewriting Irishness by turning to the west of rural Ireland as
preserving national purity, by collecting folkloristories of ancient
mythological heroes, by promoting indigenous language and sports, and
finally by establishing a cultural space in which to challenge the -stage
Irishness that was widely circulated in various forms of representation. The
revivalist progct, in short, was to bring to light what was possibly buried in
the elaborate discourse of the coloniser entailing colonised peopleOs
internalisation of the masterOs view and the resulting abjection. This is
demonstrated in GregoryOs manifesto in commengsh Literary Theatre
in the late nineteenth century:



We will show Ireland is no home of buffoonery and of easy sentiment, as it
has been represented, but the home of an ancient idealism. We are
confident of the support of all Irish people, who areawe of
misrepresentation, in carrying out a work that is outside all the political
questions that divide usO(r Irish Theatred)

GregoryOs manifesto reveals a paradoxical self positioning of the founders
of the national theatféas both melancholic medhists and insurgent
nationalists in an attempt to transform the political crisis into a modern art
of drama and performance and yet, providing counterhegemonic accounts
against colonialism. The project is inherently melancholic to the extent that
the comeption of national theatre was to migrate political disappointment
into the realm of modern art of drama: a substitution of autonomous arts for
the death of political possibilities. Gregory expresses this view on the

political and the modern arts in hartabiography:

All the passion of Ireland seemed to be thrown into that fight [the Land
War], it obscured the vision beyond it of the rebuilding of a nation. Then,

at last, had come the breaking of ParnellOs power and his death, the quarrel
among hidollowers that pushed politics into the background, and with the
loss of that dominance of his, there came a birth of new hope and interests,
as it were, a setting free of the imaginatid®eenty Year306)

GregoryOs narratives here manifest her behet the liberation of
imagination, which she links to the founding of Gaelic League and of the
Irish Literary Society, has beethe radically inclusive antithesis to the
divisiveness of Irish politicsIf the political failures in Ireland have
fracturedthe national identity producing colonial melancholia, in GregoryOs
accounts such a sense of loss and failure can be bridged by the literary
engagement with that particular affect:

The songwriter, the poet, would find a better mission were he to tathef
meaning of failure, of the gain that may lie in the wake of a lost battle. If
he himself possessed the faith that is the evidence of things unseen, he
would strive to give spiritual vision to trembling and discouraged men.
(OThe Felons of Our LandO 522

Melancholia, as a national symptom exposing the abject underside of Irish

4 Gregory, Yeats, and Edward Martynfounded the Irish Literary Theatre (1899), later
the Irish National Theatre Society (1903), which saw the opening of the Abbey theatre in
1904.
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people and communities, operates not only as a critical condition directing
attention to the psychic impact of colonial history. It also functions,
paradoxically, as a generatif@ce shaping a revisionary engagement with
cultural history of Ireland. In other words, while melancholia, in the colonial
context, is understood to emerge from a certain type of embodiment,
excessive figures of colonial and cultural other (the excesbtick bileO
and emotion), it becomes a mediation performed by the imagination in
constructing national consciousness and self.

GregoryOs formation of the Irish melancholy as a distinct national
culture differentiated from the English cultliteransformsthe affect into
IrelandOs artistic heritage. In so doing, she simultaneously confers a leading
role to writers (including herself) in the construction of national identity and
identifies the ballad tradition as an alternative narrative form to official
English history. She writes: Olrish history, having been forbidden in the
national schools, has lifted up its voice in the streets, and has sung memory
of each new movement, and of the men who guided it, into the memory of
each new generationO (OThe Felér@uw LandO 624). As for GregoryOs
focused interests in oral tradition in relation to the creative mind of Irish

people, George Cusack notes:

[iin GregoryOs Ireland, the combination of creativity and oral culture gives
communities a nearly limitless ability to create and recreate themselves.
Through the power of storytelling, ordinary men become heroes, defeats
become victories, and commonpla@eents become spectacular works of
mythology. (2009: 79B0).

However, GregoryOs deep anxiety about the Irish Ooral culture® adheres to
the underside of her apparent praise of it. Examining a street ballad, she
qualifies her admiration, noting that it wasxomposed by a Dublin street
singer, and, in spite of the stilted sounds of one who has learned a style from

. . . pub oratory, there is something touching in the conscientious attention

to detaild (OThe Felons of Our LandO 625). Michael Jaros comments on
GregoryOs ambivalence revealed in the passage: OGregory is anxious, here,
to qualify the OlowO form of performance for the high sentiments she wishes

to examine: Oancient idealism® will lift these voices from the streets to the

1> Gregory connects English literature and culture to its triiahipistory,which she
characteriss asdespectability, comfort, peace, a settleddifelected Writing268).
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legitimate literary, theate house, or the British literary journalO (2012: 60).
Put in other terms, Gregory is anxious about the anomalous nature of the
ballad tradition, anomalous in the sense that it is lacking legitimacy as a
form of national literature especially in the collncontext. Hence, Gregory
elevates the writerOs role of channelling the oral performances into a
Olegitimate performanceO (Jaros 2012: 60), which she hoped to consolidate
in the literary theatre movements.

GregoryOs anxiety to seek a legitimate stagthéooral tradition of
ballads and stories can be linked to the theatreOs project of modernising and
civilising lIrish sentimentality and citizens attempting to incorporate
historical losses for the construction of a more coherent subject position. In
somecases, such project is regarded as an inversion of colonial structure
replacing it with bourgeois elitism, if not an attempt to restore the- ever
declining status of Ascendancy among the nationalist communities.
Nevertheless, GregoryOs melancholic engatfewi¢h loss creates an art
form that does not wholly devour negativity but reveals it in dynamism of
carnivalesque humour and political subversion of failures as the case study

of Spreading the Newsill demonstrate in the next section.

Spreading theNews(1904): The Making of a Public Persona

While writing on Irish folk memory and the long history of
nationalist resistance reaching back to 1798, Gregory also wrote a number
of comedy plays that are set in the fictional Irish town, Cloon, and centre on
the creation of Irish townspeopleOs images rising up out of the old,
stereotypical stage Irishmanry. Gregory repeatedly expressed her role as a
comedy writer in the theatre movement for a broader repertory. For
example, Gregory writes, recalling the 189&ating with Yeats and
Edward Martyn wherein the idea of IrelandOs national theatre was
conceived, that her Oown comedies were written simply because at the time
comedy was so much neede®®venty Year316). She writes again in her
note onSpreading the Blws OBut comedy and not tragedy was wanted at
our theatre to put beside the high poetic wdtke KingOs Threshold, The



Shadowy Waters, On BaileOs Strand, The Well of the ;Saimisl let
laughter have its way with the little playthé Comedie853).

GregoryOs open acceptance of the role as a provider of comedies for
the theatre has been often regarded as interlocked with her acceptance of the
gender codes of her society: Omodesty;dsgifecation and dedication to
others, or to ideals larger than tef®, which, as Leeney notes,
Ocharacterized GregoryOs lifeO (2010: 21). Mainly deriving from a
hierarchical conception of genre of comedy, each of her comedies was
deemed then and even now Oa little pieceO (Turner 1997: 110) orcan add
for theatre evest The reviews of the premiere of GregoryOs first comedy
Spreading the Newseveals this view: Oa highly amusing but wholly
improbable farceO; Oa tripping little piece, founded on a simple idea of
modern lIrish life [E] comedyO; Opure farce, brilliant [with relishO
(Turner 1997: 110). The premiere Spreading the Newsn the opening
night of the Abbey in December 1904 shared the bill with YeatsOs verse
play On BaileOs Strarid which he dramatises the struggles of Cuchulain,
the mythical and symboliceo of Irish revolutions. While YeatsOs play was
considered to reflect the colonial situation of Ireland in its highly poetic and
tragic tone,Spreading the Newsas admired for its delightful and farcical
quality providing audiences with a relief from gggl political issues of the
time. Many critics of Irish drama have long reiterated this treatment of the
play. However, as James Pethica notes, the Omarginalising descriptionO of
the play overlooks its political significance (2004: 70). He argues thheOlt]
robust farce which predominates in most of [GregoryOs comedy] plays,
however, masks a subversive political content which quietly parallels the
more overt carnivalesque dynamicsitfe Rising of the Mogm@and which is
long overdue for critical recuperatiO (2004: 70¥.

In this discussion of Gregory@preading the News suggest that
her play arises from the writerOs close examination of an Irish community

regulated and profoundly affected by colonial rules. The view that the play

1% pethicaargues thaThe Rising of the Moo®offers an essentially carnivalesque treatment

of serious political issues, with social and ideological faultlines being exposed, and then
defused, by the force of humourO (2004: 69). While the Ragged Man seems in appearance
to be Oa sentimentalized regmetation of Fenianism,O his charm revealed through his
humorous stage actions is only a tool that disarms audiences and masks Othe potential for
real violence lurk[ing] uncomfortably close beneath the surface humour of the actionO (69).



is a Osimple® or Gwbpbled caricature of Irish life, full of the country
peopleOs talks and hublyrly of a murder case which has never been
committed, is undermined by GregoryOs use of the dynamics of presence
and absence of a ghostly body, blurring the d{etamding biney
oppositions of the colonial discourse between the rational and irrational.
The melancholic model of Celtic identity, deemed ghostly and absent, is
invoked in the play when the characters perform the stereotype of chaotic
disorder, creating a murder caseth the alleged murderer, Bartley Fallon,
and the murder victim, Jack Smith, remain offstage during the time in which
the creation of talks predominates the stage and the punitive colonial laws
are applied to the fictional murder case. Rather thaneafsit a total
rejection, melancholic Celticism, the feminised realm of Irish identity,
creates a discourse on the national stage, opening it up to the Ocarnivalesque
dynamicsO to follow PethicaOs terms and forcing the polemic of Irish
identity to become comunal, providing audiences an opportunity to
consider the excess to which the characters, or the cultural identity, are
distorted and exploited.

Taking place in the small fictional country town of Cloon, the play
revolves around the peasant character Bartley Fallon, who pronounces his
own predestined misfortune, OIf thereOs ever any misfortune coming to this
world, itOs on myself it pitchesO (& prophesy which is fulfilled while
he is offstage looking for to return a pitchfork to Jack Smith. While Bartley
is off stage, the townsfolk, due to mutual misunderstandings and
imaginings, create a story in which Bartley murders Jack in an attempt to
run off to America with JackOs wife. Towards the end of the play Jack
reappears onstage. However, the once created story seems to have its own
life because the villagers prefer to believe the murder story. Equally
confused, the English authority, Magis&rahandcuffs both Bartley and Jack
believing that he is serving for justice.

Although the play does not involve a literal deHths macabre
humour arising as a defence mechanism against the fear of death is manifest

Vivien Merciernotes that Operhaps none of the examples from Robinson, Lady Gregory
or Synge is truly macabre, since no death has actually taken place, but they are certainly
related to the macabreO (70).



in BartelyOs melancholic obsessiothwiis selfclaimed tragic doom and

the communityOs inability to resolve the disorder. On one hand, the play
causes laughter by providing audiences with a sense of superiority, the
position of knowing subjects, so that they can enjoy the pleasure brgught b
BartleyOs innocent fall and the country peopleOs construction of the murder
case. On the other hand, the position is undermined because BartleyOs
innocence does not save him from his doom. The conversation below shows

the way in which Bartley becomestargotypical comedic fool:

BARTLEY: Red Jack Smith dead! Who was telling you?

SHAWN EARLY: The whole town knows of it by this.

BARTLEY: Do they say what way did he die?

JAMES RYAN: You donOt know that yourself, | suppose, Bartley
Fallon? You donGaow he was followed and that he was laid dead with

the stab of a hayfork?

BARTLEY: The stab of a hayfork!

SHAWN EARLY: You donOt know, | suppose, that the body was found
in the Five Acre Meadow!

BARTLEY: The Five Acre Meadow!

TIM CASEY: ltis likely you donOt know that the police are after the man
that did it?

BARTLEY: The man that did it!

MRS TULLY: You donOt know, maybe, that he was made away with for
the sake of Kitty Keary, his wife?

BARTLEY: Kitty Keary, his wife! (234)

Bartley hears the stprof the murder without realising that he is the alleged
suspect. The created rhythm through repetitions alternating between
BartleyOs nasvetZ and the townsfolkOs tone of incredulity reinforces the
comedic air sacrificing BartleyOs innocence: this consédigould abound

in the stage performance in which Bartley carries the hayfork, the presumed
murder weapon, causing a further misconception of the character. At the
same time, this creation of comedic fool through repetitive alternations
masks a potentialiolence that has lurked close to the farcical surface in the
community. Indeed, before BartleyOs return to the stage, audiences have
seen how Mrs TullyOs accusation of Bartley for having a Omouldering lookO
(19) was quickly transformed into her insistecethe execution of Bartley

by hanging for the murder: OIf they [the police] get him, and if they do put a
rope around his neck, there is no one can say he does not deserve it!O (22).



However, the following scene where Bartley is handcuffed for the
alleged murder is comedic for a different reasbrBartley, instead of
denying murder or resisting authority, tumbles into his-ls@lfied tragic

destiny.

BARTLEY: Handcuffs now! Glory be! | always said, if there was ever
any misfortune coming to this placewtis on myself it would fall. I to be
in handcuffs! ThereOs no wonder at all in that. (26)

The humour derived from BartleyOs attitude, resembles that of a criminal in
FreudOs discussion of humour. While being led out to execution, the
criminal says: OWelthis weekOs beginning nicely.O (Freud (1927) 1990:
427). Like Bartley, the criminal makes a joke at his own expense. ltis a
joke that is essentially related to the denegation of his own situatios
denegation of the distinction between the joket€athday and any other
day. It is this sign of indifference about his imminent death that produces
laughs. According to Freud, this kind of humour has a liberating quality,
Osomething of grandeur and elevationO (Freud (1927) 1990: 428):

The grandeuin it clearly lies in the triumph of narcissism, the victorious
assertion of the egoOs invulnerability. The ego refuses to be distressed by
the provocations of reality, to let itself be compelled to suffer. It insists
that it cannot be affected by thadmas of the external world; it shows, in

fact, that such traumas are no more than occasions for it to gain pleasure.
(Freud (1927) 1990: 428)

For Freud, humour is inseparable from tefdhe fear of deatand it is
identified as a defensive process that protects the ego from reality, as well as
from the compulsion to suffer. If humour has a remarkable power to protect
the ego from the reajitof death, this power can only be exercised through
the production of illusion. In other words, in the interaction between the ego
and the supeego, the latter convinces the former that death is not to be
taken seriously, and at this point, the usuadlyese and brutal master super

ego presents its liberating powfending off possible sufferings. However,

as demonstrated by FreudOs positioning humour along with other
psychological processes such as neurosis, madness, intoxication, and self

absorptionhis idea of humour necessitates the egoOs detachment from the
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real, external world and its submission to illusion guided by the parental
superego.

The humour that Bartley evokes in the final scene stems not from the
mere clownlike demeanour, but frorthe incongruity between the terror of
death and the desire to fend it off. Indeed, the peasant life in Cloon is led in
the shade of death: the play begins with a nearly deaf, old woman on stage
alone; Bartley and his wife enter the stage talking abathé@ONever fear,
Bartley Fallon, but IOl give you a good burying the day youQll dieO (16); the
sheet on the hedge is immediately associated with the sheet for the dead in
the townsfolkOs minds; and above all the townsfolk are thrilled by the talk of
murder.

Gregory carefully associates the gloomy air of the town with the
povertysstricken peasant life: Bartley speaks, Olndeed, itOs a poor country
and a scarce country to be living inO (16). Thus, the wild excess of the
townsfolkOs imaginations is genetlate a sense by the conditions of a
peasant life deprived of opportunity for any political or economic practices:
the excessive freeing up of the imagination is melancholic because it has
been created, to a crucial extent, by the incorporation of polfadates.

As Cusack points out, the problem that the villagers experience stems from
the fact that Othey have no outlet for their hostiltiesideseach otherO
(2009: 84). This observation is amply demonstrated by a conversation
between the English awdtty, the Magistrate, and Mrs Tarpey:

MAGISTRATE: (shouting) What is the chief business?

MRS. TARPEY: Business, is it? What business would the people here
have but to be minding one anotherOs business?

MAGISTRATE: | mean what trade have they?

MRS. TARPEY: Not a trade. No trade at all but to be talking. (16)

This conversation shows GregoryOs understanding and sympathy for the
limited conditions of peasant life combined with her awe for their ability to
transform themselves through imagination: Ol was moved by the strange
contrast between the poverty of thdetd and the splendours of the talesO.
Then she continues, OThese men who had failed in life, and were old and
withered, or sickly, or crippled [E] The stories that they love are of quite
visionary things.O (Qtd. in Gillin 1987: 169). In another essaygoBre



identifies the Ovisionary things® as phantasmatic stories of, for example,
Oswans that turn into kings® daughters, and of castles with crowns over the
doors; and loversO flights on the backs of eaglesO (OLaughter in IrelandO
290). This love of fancyral fantasy of Cloon folks, rather than being a
romantic disposition of the people with poetic imagination, is produced by
their material and political lack of freedom. Edward Gillin asserts, O[t]hus
amid the Ocattle and sheep and mud® of the disBieeading the News,
where all the local crime is apparently fixed in the English magistrateOs
head, what could thrill the romantic longings of the populace more than
imagining a murderer in its midst? And, to exercise the imagination further,
who more unlikly a felon than Bartley Fallon, the hapless peasant
struggling under a pessimism truly glorious in scope?0 (1987:169)

While Mrs TarpeyOs assertion of Ono business but to be talkingd is
the playwrightOs joke on the country peopleOs love of stories anglise E
authorityOs ignorance and carelessness. As partially shown in the
conversation above, the apparent fall of Bartley and the townsfolk is
thematically and structurally surrounded by not only the MagistrateOs
inability to understand the Irish imaginati but also his use of power to
control the obscure enigma. Not only does the Magistrate misunderstand
the fluid nature of Mrs TarpeyOs conversation, he attempts to bring a fixed
standard of laws to the towwhich is seen both in the opening and at the

end of the play:

MAGISTRATE. So that is the Fair Green. Cattle and sheep and mud. No
system. What a repulsive sight!

POLICEMAN. That is so, indeed.

MAGISTRATE. | suppose there is a good deal of disorder in this place?
POLICEMAN. There is.

MAGISTRATE. Common assault?

POLICEMAN. ItOs common enough.

MAGISTRATE. Agrarian crime, no doubt?

POLICEMAN. That is so.

MAGISTRATE. Boycotting? Maiming of cattle? Firing into houses?
POLICEMAN. There was one time, and there might be again.
MAGISTRATE. That is bad. Daeit go any farther than that?

POLICEMAN. Far enough, indeed.

MAGISTRATE: Homicide, then! This district has been shamefully
neglected! | will change all that. When | was in the Andaman Islands, my
system never failed. (15)



The opening conversation betwaée Policeman and the Magistrate who is
visiting the fair of Cloon and previously worked in the colony of the
Andaman Islands, conveys an inquisitidee air. Here, GregoryOs
references to the Irish Land War in the late nineteenth century, along with
the Indian Mutiny of 1857 that created the Andaman Islands® cBlony,
highlight where the MagistrateOs disapproving and authoritarian attitudes
with official directness come from. The MagistrateOs fixed understanding of
the townspeople as potential lawbreakar&l murderers perpetuates the
coloniser®s myth of native criminality and irrationality, underpinning his
pre-existing belief that the town needs to be run exactly like the penal
colony of the Andaman Islands. However, the PolicemanOs short and laid
back esponses have an effect of undercutting the MagistrateOs strict
authority: while the list of local crimes reinforce the MagistrateOs prejudices
and clichZs, the PolicemanOsypropriation of the word OcommonO, for
example, exposes the townOs relativaljetqreality, yet each of the
PolicemanOs responses is followed by further excesses in the MagistrateOs
mind. The speeches of the Magistrate and the Policeman, juxtaposed
likewise, create a kind of gap into which the audience is invited to discern
the excsses of both the authority and the country people that the reification
of colonial law causes. It is this kind of gap in their speeches, the
Oincongruous® (OLaughter in IrelandO 289), that Gregory observed as
generating humour for the country people oftiree.

The MagistrateOs fixed idea that equates the town with the prison
colony draws another shadowy layer of death over the townsfolk. Like the
inmates of a panoptic prison, the people of Cloon are kept under
surveillance and control. While the countpeopleOs imagination and
communication is illegible to the English authority, this illegibility leads to
the incarceration of such OactivityQ. Paradoxically, however, the power of
English law behind the Magistrate is a force that drives the only OrealO

18 Refer to G. Dennis Shanks, et al., OMalariaOs indirect cdotribuiallcause mortality

in the Andaman Islands during the colonial eraghcet Infectious Diseases 8. 9
(September, 2008), 56Fhe Andaman IslandsO penal colony, located near the Burmese
coast in the Bay of Bengal, was established by the British colonial government of India
following the Indian Mutiny of 1857. Indian civilian prisoners sentenced to life
imprisonment were lateransported to this prison colony and most of these prisoners had
been convicted of murder.



acton in the play and on stage the action that sees Bartley and Jack
arrested. As mentioned previously, BartleyOs eadten humour functions

as a tool of escape from the fear of death or déegtreality. In the larger
context of communitypa communy that is an object of discipline under a
the gaze of authoritthe function of the townsfolkOs Otalking businessO is
similar to that of BartleyOs humour. In other words, it is a pleasure produced
by the illusory escape of realiy protection of the sélfrom the fear of
death in Freudian interpretations. Crucially, the air of death derives from the
oppressive force of categorisation and documentarisation of English law,
and its miscarriage of justice.

The return of the Oghost® on the stage (Jack,labedamurder
victim) reveals that the stories have been created and spread out by the
townspeople. However, JackOs return does not resolve the once created
chaos. His corporeality onstage becomes ghostly because the imagined
stories of murder have such @osig hold amongst the villagers. Also, his
violent reaction to the townsfolkOs created OnewsO only takes a form of
another potential murder story as he speaks, OIOIl break the head of any man
that says that!O (29). Due to his ghostliness in the sendeethaistly lives
only in terms of the country peopleOs stories and his corporeality is not
regarded as real, the MagistrateOs charge against him in the final scene for
his Ofalse impersonation, a conspiracy to defeat the ends of justiceO (29)
invokes the bsurdity of colonial rule which brings to the community a
further confusion. Unlike a conventional farce, therefore, GregoryOs play
does not offer audiences a sense of relief achieved by the recovery of order.
Instead, the play takes audiences to a damk@im of ongoing disorder,
ending with Bartley making another gloomy prophesy, Olt is what | am
thinking, if myself and Jack Smith are put together in the one cell for the
night, the handcuffs will be taken off him, and his hands will be free, and
murder will be done that time surely!O (29): a colonial allegory that an
actual violence takes place under the injustice of the coloniserOs law.

GregoryOs search for a proper style of comedy that has Oa base of
reality, and an apex of beautyQeyenty Year817) was one of her
important tasks. If the stage Irishry Oartificial and superficial, [which] meant
for another audience and another market than our own,O had been circulated



in the English popular culture, the invention of Irish comedy Owithout the
contemptor scorn that may hurt what is eternal in usO (OLaughter in
IrelandO 292, 294) was to be the national theatreOs project crucial to the
restoration of the freedom of expression. She observed and believed that the
Irish peopleOs native imagination which aselancholicO and OtragicO in
nature, did not fit in the conventional type of comedy seen in English
literature. Gregory confirms this by introducing the English audienceOs
response to the production of her play: OOur players still shiver at the
recollecton of an English provincial audience in whiSpreading the News

was played through without a single laughO (OLaughter in Ireland® 290). In
her anthropological essay, introducing her interviews with the country
people and studies, Gregory writes her obséoms that it was Othe
incongruous [that] caused [the Irish country people] to laugh and applaudO
and also, Oit was fantasy, imagination, rather than humour that was the
keynoteO (289, 290). Then she writes: O[...] poetry and tragedy filling our
whole literature; how did we ever get the name of being a humorous
people?0 (290) For Gregory Irish comedies are the close examination of the
tension, Oa double personalityO to follow GregoryOs terms, and of Irish
people between Otragedy and comedy, idealism amthao sense, the
knight errant and the squire erred, the Don Quixote and the Sancho PanzaO
(290).

GregoryOs claim that she wrote comedies Oat the time comedy was
so much needed,O rather than her simple concession to remain as a second
rate writer, came frm her awareness and ambition to build a tradition of
comedy for IrelandOs own people without harming the Otragic dignityO
inherent in their poetic imagination. The incongruous resulting from such
tensions can emerge to cause laughter. In this sense, Bdsgaesthetic
sense about comedy belongs to the tradition of macabre comedy that Vivien
Mercier in The Irish Comic Traditior(1962) identifies, along with fantasy
and carnivalesque humour, as a distinct Gaelic tradition, which goes back to
the preChristian iconography Sheelaa-gig and appears in contemporary
Irish drama by, for instance, Marina Carr. In CarrOs Midlands plays, the
dead constantly return to provide a sense of continuity between life and
death: not only the ghosts of the dead like Josepldened by his sister



Hester and her husband CarthaBg the Bog of Catsl or Gabriel who
drowned to death Rprtia Coughlan, but also the female figures
representing the threshold between life and death including the protagonists
and the older women. The carnivalesque humour created by the tension
between incongruous elements of society or the return of the (living) ghost
gains an immense power in CarrOs dramatization of maternal figures. In
particular, Grandma Fraochltn the Maiwho has turned one hundred
years old represents the excessive female grotesque, crossing death and the
erotic: her view on human existence is epiiged in a line OYouOre born, ya
have sex, and then ya diethé Mai 143). The corporeality of explicit
irreverence is sensual and shocking; the old grotesque body is also amusing
and exciting because of its transgressive quality that challenges theediscre
social order around sexuality, reproduction, and motherhood, integrating
elements of the obscene. In contrast with BartleyOs ghost whose corporeality
is denied on stage, CarrOs ghosts are resolutely physical and are given a right
to articulate their stees and to contradict the properties of conventional
category.

One notable element of GregoryOs play is the lack of hero. Although
Gregory values the importance of cohesive narratives and fluid
understanding/ interpretation of stories, in the play tieer®t a visible and
liberating artist or storyeller. Instead, Gregory positions the absence of the
antihero, Bartley, and the disorder created by the excesses of Law and
talking at the centre of the play. In so doing, as Cusack expresses it,
GregoryOdismantles the MagistrateOs authority®O (2009: 92) and the author
herself assumes the authority reinforcing the need for an institution/author
that can channel the anomalous stories and give meanings to them in the
broader context of culture and historiylore importantly, Gregory provides
the power of speculation to her audiences by giving them a privilege to see
the constructedness of narratives as well as the miscarriage of justice. In this
regard, Gregory, through the play, reenacts her authoriaimitiiethe role
of modernised audiences who are empowered by their ability to see through
the dynamics of power relationship represented on stage. If Gregory was
often confronted by her classed and gendered limit in certain areas of Irish

cultural nationabm, she attempts to overcome such a limit through
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playwriting by creating a persona for herself as firmly public, an intellectual
figure who provides an order to the social anomaly, and thus by affirming
her own authorship.

Grania (1910): GregoryOs Feminism

GregoryO6rania achieves a distinct position in both her oeuvre and
Irish drama history as one of the most compelling feminist works. The play
centres on the journey and transformation of the title character, the mythic
heroine, from e trap of heroic menOs love object into the breaking of such
conventions by empowering herself and preparing for her own future within
the existing power structures. The play has a progressive plot structure
threading through the protagonistOs love fdr elopement with Diarmuid
the night before her wedding with Finn, FinnOs rage and punishment
resulting in DiarmuidOs death, GraniaOs disillusion with the romantic love,
and her decision to return to Finn that is followed by her final act of
crowning hersél This plot development with a focused examination of the
charactersO emotional forces allows a reading of the play as concerned with
GraniaOs journey towards satfipowerment and liberation, challenging the
trap of patriarchal structure of society. Moveq the title of the play that
dissociates Grania from other male characters reveals the playwrightOs
conscious ambition to rewrite the story of the mythic heroine who explores
her own path. In her notes on the play, Gregory exposes her fascination with

Grania;:

I think | turned to Grania because so many have written about sad, lovely
Deirdre, who when overtaken by sorrow made no good battle at the last.
Grania had more power of will, and for good or evil twice took the shaping

of her life into her own hats. The riddle she asks us through the ages is,
OWhy did I, having left great grmaired Finn for comely Diarmuid, turn

back to Finn in the end, when he had consented to DiarmuidOs death?0 And
a question tempts one more than the beaten path of authbissey. (The
Tragedies286)

Here, Gregory not only justifies her choice of the title character for her play
but also obliquely connects the enigma of Grania with Othe beaten path of
authorised historyO as though her project is to examine what the authorised

history omitted and rewst the loss into history. Indeed, GregoryOs



dramatisation of Grania disintegrates the conventional association between
femininity and frivolous irrationality that was perpetuated in the
representation of Grania in folk history. Translated and revised iptaya
Grania represented an inadequate model for the ratoman ideal. In W.

B. Yeats and George MooreDisrmuid and Grania(1901), for example,
GraniaOs desire is combined with feminine vanity that distracts the
camaraderie of the warrior men, and fentegration into the power system

is blamed and portrayed as deriving from her fickleness regarded again to be
an undesirable feminine dispositiomhus, Lucy McDiarmid and Maureen
Waters credit Oa sustained and explicit feminist perspectiveO in @ggory
play. They maintain that Gregory Oseems determined to revise the romantic
stereotype of women as helpless victims of fate. Grania believes she is
entitled to a full sexual life [E] she not only demands to be heard, she
demands a share in, and transfaioraof, the male power structureO (1995:
xxxii). GregoryOsGrania confronts the conventional representation of
emotionally (or sexually) strong women as untrustworthy, destructive, and
dangerous for the established order, Oprovid[ing] the rationalengnissin

the sagas, for GraniaOs apparent betrayal of her loverO (Doyle 1999: 39). As
such, GregoryOs revision of the mythic heroine, Grania, challenges the
binary vision of women that categorised them into romantic, helpless,
lamenting victim or powerfullangerous, treacherous traitor.

While agreeing with and drawing on the critical views on the play as
essentially revealing GregoryOs feminism, in this analysis of the play | focus
on how GregoryOs feminist vision negotiates loss in order to recreate and
reorient Othe beaten path of authorised historyO of Ireland turning it into a
theatrical performance. As discussed earlier, GregoryOs aesthetic vision is a
melancholic one in the sense that she integrates the political and historical
failure into her dramtic creation of womenOs and communal voiceShin
Gaol Gate for example, DenisOs failure provides the women outside the
political struggles with the possibility of articulating their grieves and
achieving a transformative moment through the experiericeoss. In
Spreading the Newthe power of storytelling of ordinary peasant people,
deprived of political and economic means, becomes a possibility of

recreating, though ironically, their own stories against the destructive
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system of British colonialism.

In Grania, this question of loss and failure, | argue, is interrogated in
a more explicitly and radically gendered form through GraniaOs struggles to
remain and refuse to be erased by the narratives of the male figures, which
in turn delivers GregoryOs senof her own position surrounded by the
strong male Revivalists who were in a competitive relationship with each
other. Christopher Murray, while acknowledging GregoryOs feminism
exposed in her Orevolutionary, if harsh, representation of womanOs choice,
an escape from the aesthetics and ideology of Victorian high romance,O
explains GraniaOs [GregoryOs] loss in relation to the archetypal guilt
imposed upon women by Oa stern, ralminated theologyO (1997: 59,58).
Namely, GregoryOs female characters, eslyean history plays including
Grania, are guilty of infidelity and suffer from Oséijury and debasementO
in an attempt to atone for their wrongdoings and sins. Murray maintains that
OGrania seems unfinished, inasmuch as the homoerotic area of the play
coded in the conventions of epic as male bonding and chivalry, is not
integrated with the heterosexual main themeO (59).

MurrayOs criticism may be applied to other history pléiys;ora
(1905; revised in 1909) aridervorgilla (1907), both of which, lig Graina,
centre on the mythic heroines on whom Irish foigtory places blame for
treacherous womanhood. Unlike in the latter, in these plays, despite
GregoryOs focused dramatisation of their complex emotional energy and
struggles, the protagonists eitheave the stage with her power diminished
and torn between opposing male forces or remain with the-rgidin
acceptance of isolated life as a way of atoning for her violation of social
mores. However, MurrayOs interpretation of GraniaOs reintegmétidhe
(maledominated) power structure as deriving from her sense of guilt, and
especially as reflecting GregoryOs Oguilt over her love for BluntO (59), not
only neglects the historical development in GregoryOs efforts to negotiate
fixed images of womem the Irish folk history through her dramatic works
but also reduces the playwrightOs dramatic world as deriving from her
exploitation of the genre for her personal experiences with Blunt.

This approach td@rania, then, revises MurrayOs criticism inethr
ways: first, the play is a battleground of a woman who attempts to negotiate
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loss rather than a play of atonement andisgify; second, the dismantling

of the guilt paradigm extends the love triangle foregrounded in the play to
the larger context ohomosocial bonding of the society; thir@rania,

rather than an unfinished work that could not integrate the male homoerotic
bonding into heterosexual main theme, reveals GregoryOs acute recognition
of how heteronormative patriarchy blocks womenOs advemte by
promoting homosocial bonding between men. It must be noted that the final
act of GraniaOs reintegration into the warrior band reveals GregoryOs
melancholic vision that the incorporation of loss is necessary in order to
achieve a new creation of selithin the power structure. However, in
GregoryOs play this melancholic incorporation is, rather than a simple
debasement or abjection, an aggressive means for Grania to challenge and,
following Cathy LeeneyOs terms, to Openetrate an exclusionarycipatriar
structureO (2010: 44). Most significantly, the theatrical element that the
playwright deploys in the final scene of female empowerment speaks to her
advanced sensibility regarding the potential of theatrical performance that
might revise the performae reproduction of gender roles within the
strictly patriarchal society.

It is noteworthy that GregoryOs history plays reveal the change in her
voice as an author: a significant shift from the deployment of masculine
voice in her collection of Irish sag@uchulain of Muirthemnél902), to the
challenge against the exclusion of women in public life portray&tamia.

While the establishment of masculine narratives of heroism as an antidote to
the feminised realm of Celticism was one of the shared sitemongst

the Revivalists, the place of womé&xrtheir involvement with and exclusion
from the forging of national historieB in such narratives was not of
primary importance. Any potential complexities of womanhood were erased
from the narratives of f&l histories, and as a result, the lestgnding
paradigm of mythic women depending on a narrow iconic image of good
and evil was rather conveniently exploited.

GregoryOs earlier portrayal of GraniaGods and Fighting Men
(1904) was not far from the coantional account: one reason offered for
GraniaOs final decision to go with Finn is Obecause the mind of a woman

changes like the water of a running streamO (Qtd. in Murray 1997: 59). And
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as discussed above, even in her history plays suclKimsora and
Dervorgilla that centre on women, Gregory did not push forcibly forward
the notion of female empowerment. Thus, where GregoryOs femininity was
at issue in relation to her class, the criticism on GregoryOs rewriting of
IrelandOs folk history was hostile: shas blamed for her unproblematic
identification with martial Celt in an attempt to compromise her femininity
and justify the inclusion of Anghrish Ascendancy in the hegemonic
national discourses.

The appropriation of Omasculine® voice, however, retreals
complicated dynamics of GregoryOs aesthetic negotiations where the trope
of failure and loss enables an imaginative creation of narratives and stories.
For example, in her dedication @uchulain of Muirthemn&regory writes:

Oif there were momespect for things Irish among learned men that live in
the college at Dublin, [...] this work would not have been left to a woman of
the house, that has to be minding the place, and listening to complaints, and
dividing her share of foodO (5). Deliberatpbrtraying her primary role as

that of Oa woman of the house,O Gregory insinuates that it is the failure of
men to acknowledge the importance of translating/rewriting ancient
idealism inherent to Irish mythology but lost to Oauthorised historyO that
forced her to step out of the house and to do the menOs job. Through this
disclaimer, then, Gregory validates her public role in the context of
nationalism without violating the limitations placed on her gender.
Geraldine Meaney notes that Gregory Oundoubtediptriloquizes
Cuchulain and the texCuchulain of Muirthemrjeconsequently allows her

to speak as a strong manO (2006: 2&Bese aesthetic negotiations are
inherently melancholic in the sense that Gregory tried to integrate the
masculinist rhetoric ohationalism into her writing. Yet at the same time,

the strategic appropriation of masculine voice exposes the discontinuity

¥ McDiarmid and Watef® introduction ta_ady Gregory: Selected Writingéor example,
presents the dissatisfaction of Kuno Meyer, a German scholar of Celtic ligsratith
GregoryOs suppression of grotesquely violent and vulgar elements of the original tales;
Maureen Hawkins criticises GregoryOs unproblematic identification with the interests of her
class in OAscendancy Nationalism, Feminist Nationalism, and Sifigedrady GregoryOs
Revision of Kincora,O itrish Writers and Politics ed. by Okifumi Komesu and Masaru
Sekine (Irish Literary Studies, 36) (Savage, MD.: Barnes & Noble, 1990); Cathy Leeney
takes on HawkinsOs criticism liish Women Playwrights 1901939 (New York: Peter

Lang, 2010).

! (&



between femininity and authority with which Gregory struggled during her
lifetime, marking one important dimension of the dynanma€sher play
Grania.

Considering GregoryOs melancholic awareness of the need for
negotiations with existing masculine narratives in order to emerge as a
public voice, the significance ofrania goes beyond the formal and
thematic ingenuity. The play notly highlights the painful process of
female empowerment within the patriarchal power system but also
GregoryOs continual Ofascination of things diffiqit@ Tragedies286)
and efforts taevise and reinterpret, rather than simply reifying, the exgstin
narratives of discontinuity in Irish mythology and national/cultural
discourses.

The distinctive quality of Gregory@rania, emerges when it is
compared to Yeats©@sarmuid and Grania on which he collaborated with
George Moore and which was premieradthe Gaiety Theatre, Dublin in
1901. In Yeats and MooreQOs text, Grania is not dlddjed character
remaining in the realm of feminine typicality, often overpowered by her
emotions and her decision is portrayed in combination with feminine
inconsisteng and vanity. Cathy Leeney, thus, argues for the possibility that
Yeats and Moore Odid not understand, or were not prepared to confront
dramatically, GraniaOs motives and feelingsO (2010: 53). Gregmgias
unlike the work by Yeats and Moore, focusgsthe three main characters,
Grania, Finn and Diarmuid. According to GregoryOs notes on the play,
Yeats was not convinced from the beginning of GregoryOs project of
rewriting the Grania mythology. Gregory writes: OWhen | told Mr Yeats |
had but these theepersons in the play, he said incredulously, OThey must
have a great deal to talk about@@ {Tragedies286). Undermining YeatsOs
sceptical remark, however, GregoryOs narrowing of focus on the three
characters compels the audience to concentrate esalsin their intimate
interactions, confrontations, and psychological battles.

Moreover, the brilliance of GregoryOs dramaturgy in exploring the
relationships between the characters is revealed in the setting of the play.
The characters confront eachhet within the claustrophobic interior of
tents: Act One is set in FinnOs Orichly decorated tentO where the three



Y% Act Two in Grania and

characters encounter with each oth@rania 13
DiarmuidOs refuge described to be a Orough tentO (24); Act Thetem is s
the same tent as in Act Il, now occupied by Grania and Finn. By setting the
actions within the confined interiors, Gregory hints at womenQs position
inside a restricted space let alone Oher own position in the world where she
is quite literally surranded and outnumbered by menO (Doyle 1999: 39).
And due to the dramaturgical device of containment, her final step out of the
interior space towards the public audience on stage and in theatre achieves a
dramatic apotheosis.

The playwrights from the nexfenerations continue to represent and
challenge the condition of female charactersO confinement through the
setting on stage. For example, DeevyOs expressionist setting of Ms. MaherOs
parlour inIn Search of Valouevoking a sense of imprisonment helps to
draw attention to the relation of the protagonist EllieOs cultivation of fantasy
to the patriarchal power of control over the female desire in the Free State.
Similarly, in ReidOFea in a China Cupthe female charactersO worldview
is closely linked to teir home space in which the tradition of obedience of
women to the communal sectarian cause of Northern Ireland is incubated
and passed down generation after generation. These representations of
limitation of the interior space challenge the national iption of womenQOs
role and space within home (both in the South and the North of Ireland).
Thus, Carr explores different types of connection for her protagonists
outside home, breaking apart (just like GraniaOs refusal of remaining as
hidden wife, or widow of Diarmuid) the conventionally cherished bonding
between mother and daughter or husband and wife.

The erotic male bonding fostered through rivalry based on the
exclusion of the other sex is explicitly presented in at least two scenes of
Grania: first in Act One when Grania mistakenly reveals her love for
Diarmuid to Finn and in Act Three when Diarmuid regrets his
unfaithfulness to Finn on his deathbed. In both scenes, the conflicting forces
of desire, loyalty, loss, and jealousy are played out throbghpbower
dynamics of silencing and refusal of being silenced.

20 subsequent citations will be noted parenthetically in the text.
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In the first occasion, when Grania has disclosed her love, without
knowing it was Finn who was listening to her, FinnOs first response is to
unleash his jealousy not towards Grania, but DiagmBinn says, O[i]t is
the boy lying down and rising with me has betrayed meO (21), and he
continues, O[m]y life is a little thing beside what you [Diarmuid] have
taken!O (21). FinnOs expression of loss resulting from DiarmuidOs
unfaithfulness, soundingrabst like a man who was wounded by a loverOs
betrayal, becomes even more hysterical when he demands: O[w]as it every
whole minute of your life you were false to me?0 (21).

Combining the late nineteentientury conception of female hysteria
with manliness in her characterisation of Finn, Gregory here seems to play
with the rigid boundaries of gender norms, if not the reversal of gender
inscription. FinnOs hysteria becomesawere distinct at the end of Act |,
when Finn explodes, with his jealousy and anger provoked by DiarmuidOs
kiss to Grania, saying, OYou will give up your life as the charge for that
kiss! (23). FinnOs vulnerability, masked by his fearsome masculine army
that he finally advances against Grania and Diarmuid in the scene, is clearly
exposed through DiarmuidOs empathetic comment: Olt is but a weakness that
took hold of him, with the scorching of his jealousy and its flameO (23). In
the meantime, GraniaOs preseis forgotten, and Grania must interrupt
their arguments in order to remind them of her existence, crying, Olt is not
[DiarmuidOs] fault! It is mine! It is on me the blame is entirely!O (21).
However, her claim is silenced, as her claim is immediatipvwed by
DiarmuidOs various oaths of loyalty and fidelity to Finn rather than of love
for her: Ol will not fail you! [...] | will not forsake her, but | will keep my
faith with you [...] It is not as a wife | will bring her, but | will keep my
word to ya, FinnO (22). And Diarmuid promises that he will send an
unbroken loaf of bread each month as token of his faith.

This fidelity that Diarmuid vows to Finn flaws the relationship
between Grania and Diarmuid, which is portrayed throughout Act Two.
While the coupleOs wandering life appears to be idyllic at first glance, their
marriage has gone through the enforced dyafir seven years, ending
with an accidental breaking of the promise caused by DiarmuidOs jealousy

about the presence of the King of Foreign (an offstage figure, existing only



in the charactersO narratives). Diarmid laments over the broken vow of
chastity Olt is not fear that is on me, it is shame. Shame because Finn
thought me a man would hold to my word, and | have not held to it. | am as
if torn and broken with the thought and the memory of FinnO (31). While
DiarmuidOs sense of jealousy and shame lwdosis the coupleOs life, it is
Finn in disguise as a messenger who drives Diarmuid to death through the
manipulation of DiarmuidOs pride wounded by letting the King of Foreign
go. Thus, while interpreting the play in terms of feminine heroism that

reverss the archetypal pattern of male heroism, Dawn Duncan notes:

the men in this play seem less than heroic, given FinnOs desire to force
Grania into a life she will despise, not to mention his deceitfulness toward
the two people whom supposedly he has nesstemed. By the end, we
also plainly see DiarmuidOs lack of regard for the woman who has risked
all to love him. [E] Grania is not unfaithful to Finn, whom she has not
married. Rather, she keeps faith with herself, her own heart. She is willing
to go to ker death or to journey alone rather than betray her idealsO (2004:
139)
Indeed, all through the scenes before her decision to be with Finn again, it is
only Grania who is faithful to her choice of love. Even when she desires a
bigger life, and thus chargdxy Diarmuid with her change of mind, she can
assert that Oit is not my mind that changes, it is life that changes meO (28).
More explicitly, through the change of DiarmuidOs attitude as lover towards
her, Grania realises that it is only a fantasy to felDiarmuidOs notion of
love, Othe luck of those two lovers that carried love entire and unbroken out
beyond the rim of sightO (28). She addresses Diarmuid thus: OBut here, now,
is truth for you. All the years we were with ourselves only, you kept apart
from me as if | was a shadeshape or a hag of the valley. And it was not
till you saw another man craving my love, that the like love was born in
yourselfO (28). Grania is aware that a constitutive element of love is the
dynamics of gaze, always involvingethhird person. She demands that she
should have a right to be proud of their love among people: Ol will go no
more wearing out my time in lonely places, [E] it is to thronged places |
will go, where it is not through the eyes of wild startled beasts yitbuev
looking at me, but through the eyes of kingsO sons [E]O (28). At this stage,

her longing for love and desire for a role larger than DiarmuidOs lover in



seclusion are intertwined: an expression of her belief in the possibility of
achieving her publigignity without losing her femininity formed in the
love relationship with Diarmuid.

Act Three dramatises more forcibly GraniaOs realisation of love as
illusion through DiarmuidOs betrayal and her exclusion from the male
bonding.On his deathbed afténe fatal injury sustained in battle against the
King of Foreign, Diarmuid does not recognise or remember Grania at all

despite her desperate efforts to remind him of her presence.

DIARMUID: (turns his head slightly and looks at Fjnris that you, my
mager, Finn? | did not know you were dead along with me.

GRANIA: You are not dead, you are liviigmy arms are about you. This

is my kiss upon your cheekigses hinn

DIARMUID: (not noticing hey. The King of Foreign is dead. [E]

[E]

DIARMUID: (still speaking to Finr). There was some word | had to say
meeting yowbit is gonebl had it in my mind a while ago.

GRANIA: Do you not see me? It is | myself am h®@rania!

DIARMUID: Some wrong | did you, some thing past forgiving. Is it to
forgive me you & waiting here for me, and to tell me you are keeping no
anger against me after all?

FINN: Come back now, [E] and | will give you full forgiveness for all
you have done against me. And | will have done with anger, and jealousy
that has been my bedfellowi$ long time, and | will meddle with you no
more, unless in the way of kindness.

DIARMUID: Kindnessbyou were always kind surely, and | a little lad at
your knee. Who at all would be kind to me and you not being kind?

FINN: I will turn back altogether, | will leave you Grania your wife, and
all that might come between us from this time.

DIARMUID: What could there be would come between us two? That
would be a strange thing indeed.

FINN: [E] and it is beyond the powerfaany woman to put us asunder, or
to turn you against me any more.

DIARMUID: That would be a very foolish man would give up his dear
master and his friend for any woman at dle(laugh$.

GRANIA: He is laughing®the sense is maybe coming back to him.
DIARMUID: It would be a very foolish thing, any woman at all to have
leave to come between yourself and myself. | cannot but laugh at that.
FINN: Rouse yourself up now, and show kindness to the wife that is there
at your side.

DIARMUID: [E] | remember B |1 am remembering novb there was
something | begrudged you [E] Something | brought away from you, and
kept from you. What wildness came upon me to make me begrudge it?
What was it | brought away from you? Was not Hazel my own hound? (He
dies). (412)

In this scene, Gregory reverses the guilt paradigm. It is not Grania who
suffers from the sense of guilt but Diarmuid regretful and ashamed of his
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betrayal and Finn of his jealousy and anger. Significantly, Grania is now the
Othird persond watching and ofisgithe passion between the two men, not
willingly but only because of DiarmuidOs insistent denial of her presence.
Her desperate hope for recognition is embarrassingly crushed by the menOs
assertion that Onothing at all® can divide the bonding betemeGitaniaOs
subjectivity is demoted to the status of object that Diarmuid stole from Finn
and a ghost on stage. The only option left to Grania in order to deal with her
loss and failure is to keen after the death of her husband, leave the clan, and
live an isolated life reflecting on her own desire and deed, considered to
have brought the death of Diarmuid and the destruction of camaraderie
between the men. However, this exclusion of Grania as the third person, her
diminished role on stage, invites theigéan of the audienceOs perception in
her change of mind and the appreciation of the moment as her self
realisation and decisiemaking B her refusal of being erased and her
preparation for the sedmpowerment, which is shown in her silent
movement on stge. Grania beginsf&tening up her haj© an action not of
keening but of @eparing for a journe® (43).

Facing FinnOs demand that she should show her obligation as wife of
the dead, Grania reveals to Finn that the journey she is preparing for is not
as a mourning wife. It is a journey as a queen of the warrior band. She
pronounces, Olt is not with Diarmuid | am going out. [E] It is with you |
will go to Almhuin [FinnOs stronghold]O (43). Finn believes that the weight
of loss and grief made Grania go dvibut GraniaOs mind is lucid and clear.

Grania says:

[E] He had no love for me at any time. It is easy to know it now. | knew it
all the while, but | would not give in to believe it. His desire was all the
time with you yourself and Almhuin [E] Why woul | fret after him that

so soon forgot his wife, and left her in a wretched way? [E] You are
craving to get rid of me now [E] the same as Diarmuid did. But | will not
go! | will hold you to your word, | will take my revenge on him! He will
think to keep yar mind filled with himself and keep me from youhe

will be coming back showing himself as a ghost about AiImhuim. He will
think to come whispering to you, and you alone in the night time. But will
find me there before him! He will shrink away lonesomd haffled! | will
have my turn that time. It is | will be between him and yourself, and will
keep him outside of that lodging forever! [E] and | have no love to give to
any man forever. [E] It is the thing | will give him to take notice of, a
woman that ared nothing all for his treachery. (84



Conscious of her place between the men but refusing to be quietly
dismissed, Grania turns the condition of loss into the site wherein she
asserts her seiimportance and becomes more than a love object of the men
who used her to reproduce the ideal of male images formed through the
actions of mirroring and competing with each other. She defines her own
being and position, setting herself up as a wedge between them, by neither
rejecting the sphere of the patriarcharrior band nor accepting her role as
abject womaswife.

Questioning how melancholia has been gendered in the historical
development, Juliana Schiesari notes that Omale fantasy is implicated within
the rise of melancholia as a specific cultural as veall pathological
phenomenonO (1992: 11). In other words, while the romantic tradition of the
concept highlighted an intense and exceptional devotion of affective energy
to loss, and the heightened consciousness of melancholia was regarded to
confer the melncholic a critical insight into cultural malaise, this realm of
melancholia, Schiesari argues, did not account for how Owomen fit into this
OcreativeO form of mental disturbanceO (11). She maintains that in the
grievous suffering of the male melanchotioere is @n eroticised nostalgia
that recuperates loss in the name of an imaginary unity and that also gives to
the melancholic men (the homo melancholicus) a privileged position within
literary, philosophical, and artistic canons. This implicitly empeder
display of loss and disempowerment converts the personal sorrow of some
men into the cultural prestige of inspired artistry and geniusO (12).

The bonding between Finn and Diarmuid is kept through their
melancholic denial of loss, or their regret of whaas lost. FinnOs
mourning over DiarmuidOs death delivers a sense that this bonding between
the men,Gan eroticised nostalgia that recuperates loss in the name of an
imaginary unity,O following SchiesariOs terms, is maintained even after

DiarmuidOs deatFinn says:

It is a bad story for me you to be dead, and it is in your place | would be
well satisfied to be this day; and you had not lived out your time. But as to
me, | am tired of all around me, and all the weight of the years is come
upon me, andhere will be no more joy in anything happens from this day
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out forever. And it is as if all the friends ever | had went to nothing, losing
you. (43)

FinnOs melancholia, expressed in his lament that it is only the memory with
Diarmuid that would make himive and be satisfied, confirms their
imaginary unity and works to restore DiarmiudOs name as a hero of Ireland,
publically pronounced by Finn. Significantly, the reinstatement of
DiarmuidOs name in the warrior band is achieved by mortifying Grania. Finn
places blame on Grania for the distraction of the heroOs sense and wits,
saying that it was Olove of a woman brought him down in the end, and sent
him astray in the world. And what at all is love, but lies on the lips and
drunkenness, and a bad companionhenroad?0 (43). This debasement and
exclusion of Grania in FinnOs misogynist public rhetngkes possible the
reestablishment of the privileged position of the men within the system.
Thus, it is the melancholic male bonding based on the exclusionaofeGr
rather than her sense of guilt over her love for Diarmuid orirgelfy as
Murray argues, that is foregrounded in the play and prepares for GraniaOs
realisation of her place and choice for a way of living in the world. And her
penetration into thednding, announced in her statement above, dislocates
the Oempowered display of lossO (Shiesari 1992: 12) between the men. It is
not Grania who is going to be lost and turn ghostly; it is Diarmuid who will
Oshrink away lonesome and baffled,O finding Grais place.

Elizabeth Coxhead notes th&rania was born from GregoryOs
observation of the social attitude towards women that is pervasive in the
heroic Irish sagas and the world around her in which women are relegated to
OserfdomO or left to do the ayworkO (1961: 145). She argues that

Graniais:

a play in which a woman is ousted from an emotional relationship between
two men [E] a loyalty to the warrior band, [E] Almhuin, the charmed
circle of hunters and warriors; its modern equivalent was tascuaiine
society of clubs and bars, of wit and talk and stimulus, from which a
woman, through her talent as much a part of the movement as any of them,
would be forever excluded. As an artist, needing to share, deserving to
share, how could she [Gregorgilfto experience the frustrations that have
been sublimated in the character of Grania? (145)



Adrian Frazier asserts, however, that the overt aspiration to masculinity in
the society had its own undersiBéts anxiety about queerness. Tracing the
sexudanxiety of the male Revivalists and their sathsciousness about the
effeminate character of the new Irish literature, Frazier defines the
relationship between W. B. Yeats, George Moore, and Edward Martyn as a
homosocial/lhomoerotic one in which theirtigtic rivalry and jealousy
inspired them to imitate each otherOs work. This emulation was inspired by
the masculine styles of each writerOs Wbwhich Frazier describes as Oan
erotics of literary influence®Olove of the man led to imitation of therko

the imitation revealed to the beloved oneOs loveO (1997: 22). Frazier
maintains that, while this erotic relationship in art between men is Oone of
the dynamics behind male canon formation during the late nineteenth
century,O these men of Revivalisetiture Oused women to procreate
images of their stylesO (22).

The characterisation of empowered Grania, then, is GregoryOs
affirmation of the rise of the Onew womanO who refuses to be caught in the
trap of women as procreator of male images and malmtlire, the
assertion of the need of womenOs entrance into the world although it may
involve a great deal of loss, as figured in GraniaOs loss of romantic love. As
Leeney notes, Othe passionate relationship between Finn and Diarmuid frees
Grania painfullyfrom the burden of romantic love [E] But freedom also
brings a more pragmatic recognition of desire in terms of power, in terms of
participation in the social and the culturalO (2010: 56). In the play, GraniaOs
entrance into the public world is deliverecbsh remarkably through the
theatrical performance of identity. As a response to FinnOs warning about
the menOs mockery of her new wedding with him, Grania snatches the
crown from his hands and puts it on her head. The repeatsthglf sounds
of mocking hughter of the men emphasise the humiliating atmosphere that
is oppressively thrust upon Grania. However, like an actor who has to
Odisplay the body to the gaze of othersO as Oa site for speculation and
imaginationO (Senelick 2000: 8), GregoryOs Granjgange behind the

#'1--/0123!4.15/6718/9!Martyn@ homosexual tendency, for example, was often noticed
and expressed in a derogatory tone by both Yeats and Moore. It inctdsgorthy that
younger Yeats was attracted by Md@renasculinity although he often expressed his
dislike of Moord3 unsophisticated style
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curtain of the public stage to present her body to audiences and affirms her
agency on stage as a selbwned queen silencing the jeering of her
audiences.

Through the theatrical performance of smibwning, Grania
transforms the abjealdemale desire and the conditions of exclusion into a
struggle against external gender antagonisms. In so doing, Grania
challenges the social performance of identity, the melancholic impasse of
subjecthood that Butler defines as OperformativeO idemticiehtised by
the compulsory and repeated performance of social scripts. GraniaOs
performance, moreover, contests the view of her reintegration into the
warrior band as a mere acceptance of social mores or an unquestioning
integration into the power syste Rather, Graniaccomplishes her break
out of the mythic containment through the performance providing a
possibility of interrogating the cultural logic of national sovereignty from
within: a possibility of appreciating GregoryOs Oconcern for the flace o
women in the idea of a nation, its culture and systems of representation, and
for the relationship between power and genderO (Leeney 208): 26
Graniais a retelling of the authorOs personal story, GregoryOs performance
as a writer is quite differ¢ here from her former Odrag actQOuohulain
Instead of Ospeaking as a strong manOCaglnlain(to follow MeaneyOs
terms), the author oGrania speaks as woman about the dejection that
women experience in relation to homosocial bonding and theageuo
step out of the psychological/material trap of masculine discourses of

national culture and society.

Conclusion

It is worthwhile to note again that, while Gregory attempted to assert
her authorship and authority within the Revival, her status in the history of
Irish drama has marked the margin of it: as mentioned in the introduction of
this chapter, the melancholiather ® Othe formative but denied ghostO
(Cheng 2001:12P of the canon. However, the plays of Gregory, Oa key

creator of images of Irish women caught in the trap of nationalist,



masculinist ideologyO following LeeneyOs appreciation of the playwright
(201Q 43), are politically charged, then and now, and for that reason
deserve to be regularly revived on the national stage of Ireland.
Nevertheless, her plays have long ceased to be produced and are still
overshadowed by the Gregory mythology that emphasissdrole as
nurturer of the Revival.

Her position in the canon leads to melancholia of the culturally and
socially marginalised artists, and this chapter examined how Gregory
negotiated her class and gender limit in an attempt to rewrite the
melancholic conditions of marginalised subjects/artists. Throughout the
chapter, | argued that Gregory, instead of seeking a radically reactionary
trope that strictly opposes dominant social terms, created an aesthetic site
where the intense examination of her sgcietd nation was transformed
into a struggle against the established notions of Irishness as well as the
womannation ideal. Through the playwriting, she could invite audiences to
the act of interrogating what it means to be Irish; she could also accomplis
her most distinctive voices as nationalist and feminist through the
integration of political loss and failure into the imaginative realm of art and
performance. For Gregory, drama was an aesthetic means in which to
convert her personal limit into the twidal artistry that engages with
marginality in relation to the world and offers a vision of overcoming
melancholic loss on communal and national levels.

The artistic engagement with loss and marginality is characteristic of
the drama of the playwrightbat | examine in the following chapters. The
female playwrights of the next generation also bring to light a complex
dimension of womanhood combining their destructive energy with the
psychological ambiguity characterised as a gidiien acceptance of
responsibility for the results of their Oinadequate® behaviours and resistance
to the coercive social mores of feminine chastity. Notably, the playwrights
in the following chapters illuminate the trope of feminine marginality in the
set of the domestic, irdorcing the role of home discourses in postcolonial
Ireland as well as the failure of national home to accommodate women and

other marginalised subjects.



Chapter Two brings to light the nationOs coercive prescription of
womanhood within the domestic agst the backdrop of the 1930s Ireland.
As in Grania, DeevyOs plays illuminate the psychological and emotional
forces of young female characters that exceed the social terms of
domestication, surveillance, and the policing of female desire and sexuality.
Without recourse to mythical heroes, however, DeevyQOs plays establish the
issues within a domestic setting of ordinary peasant people. This shift
enables a more immediate access to the individual life for an examination of
it in relation to the unit of faily and community. Moreover, the
examination of DeevyOs drama will reveal how GregoryOs feminist vision,
manifest inGrania, has become thwarted in the cultural and societal context

of the 1930s of Ireland.
I



Chapter Two: Teresa Deevy (1894 1963)
Imagination in Exile

Constructing Fantasy and Challenging National Melancholia

This chapter examines the drama of Teresa Deevy {1863), one
of the most visible women playwrights of the Abbey in the 1930s. Between
1930 and 1958, Deevy wrote more than twenty plays. Beginning her career
as the AbbeyOs playwright with the productiériThe Reapersn 1930,
Deevy subsequently saw five other plays of hémsSearch of Valour
(1931¥? Temporal Powerg1932), The King of Spain®s Daughté®35),
Katie Rochg1936), andThe Wild Goos€1936), produced on the stage of
the Abbey until the heatreOs rejection of her 1942 plfife to James
Whelan®® The conservative managing board of the Abbey in the 1940s
continued to reject producing DeevyOs plays despite the playwrightOs hope
for a new opportunity to write for the theatre. However, the ttb€s
rejection did not prevent her from writing plays. She turned to the medium
of radio, demonstrating her IHeng resilience and passion that defeated her
disability 2*

#The title of the play varies. It began life ADisciplewhen it was staged at the Abbey in

1931. It was published under the tiflae Enthusiasin 1938 and reublished a$n Search

of Valourin 1947. As this essay refers to the 1947 publication, it follows the last version of

the title. See Cathy Leen@yirish Women Playwright§90091939: Gender and Violence

on StaggNew York: Peter Lang, 2010).
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Despite her prominence in the Abbey in her heyday, the position of
Deevy in the lish theatre history marked, in Cathy LeeneyOs terms,
OlrelandOs exiled woman playwright,O being kept out of the canon of Irish
drama throughout the century (2004: 150). It was only in the 198ds
with the benefit of cultural work informed by feminist aemess of
womenOs place in IrelandOs cultural landscape that DeevyOs drama began to
be rediscovered. The process of recovering DeevyOs drama included the
revival of Katie Rochan 1994 in the Peacock, and the 1995 silver jubilee
issue oflrish University Rviewwas devoted to Deevy and Irish women
playwrights? The contribution of the issue to the drama of Deevy
established by the scholars such as Leeney, Anthony Roche, Eibhear
Walshe, and Christopher Murray, variously illuminates DeevyOs dramatic
world as an engagement with the possibility for the female
agency/autonomy in relation to the national identity and the social contexts
of 1930s Ireland. Subsequently published articles and book chapters on
DeevyOs drama by Shaun Richards, Mary Trotter, ChristieaRd Lisa
Fitzpatrick also draw on the playwrightOs interest in her contemporary
national and social life that she dramatises through the topics of marriage
and patriarchal violence imposed on the protagonists. While this chapter is
informed by the estdished scholarly work on Deevy, it is particularly
indebted to LeeneyOs appraisal of DeevyOs drama as Othoroughly a drama
and a dramaturgy of alienation, of occluded realities, on the margins of the
canon of Irish theatrical history, dealing with issueat tivere effectively
sidelined in the social history of the nation tooO (2010: 163). For Leeney, a
drama of alienation invites us to examine how the already exiled and
alienated social subjects make s®tpressions through the crossing of
boundaries thatefine their reality of confinement (2004: 150).

Approached from the theoretical terms of melancholia, LeeneyOs
notion of the drama of alienation resonates with the question of how the lost

object assimilated and incorporated into the collective identitvabon (or
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%n this issueWife to James Whelamas published for the first time. The play, like many
other Deev{ plays, had been lost for a long while. Its typescript was found by Martina
0ODoherty Oamongst dlocumentsO in DeevyOs home OLandscape in Waterford. Refer to
Martina OODohertyOs article, OTeresa Deewidato James Whelad
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the subjects made ghostly by the nationOs melancholic incorporation) can
emerge from the conditions of repudiation. Drawing on LeeneyOs concept of
drama of alienation in conjunction with melancholia, this chapter explores
the ways in which Deg/Os plays feature young Irish women in order to
illuminate the relationship between their illegitimate origins of birth and
their struggles to seize agency in the stifling social conditions of the new
Irish state, a condition that derived from the natiadesire to restore the
state, wounded by its colonial history, to health through the Osafeguarding®
of womenOs bodié%.

The chapter focuses dn Search of Valour(1931), The King of
SpainOs Daughtétr935), andKatie Roch€1936) amongst the six playsat
were produced in the Abbey. These plays directly engage with the perilous
conditions of the protagonists against the backdrop of a discursive
construction of the patriarchal nation state producing material and
psychological conditions of exiled femab®dy. The plays illuminate that
the nationOs attachment to a certain ideal and disavowal of others, based on
clear heteronormative regulations, works in tandem with the production of a
melancholic inward turn, a narcissistic construction of the natioifabge
projecting its negativity onto the national other and by yearning for the
stability which is absent now. DeevyOs insight brings to light this
psychological dynamics of stapwwer played out in the familial unit
metonymically connected to the nation.

Approaching the topic, the chapter draws a particular attention to
DeevyOs use of fantasy in the conjunction of the social and the psyche that is
often delivered through the protagonists® daydreaming for the idealised
version of womanhood. Deevy complieatthe conventional notion of
fantasy that is understood against the category of the real: namely, fantasy
as the violation of what is familiar, rational, legitimate, and possible within

the presumably prgiven structure of the world and the perceptiondding

% Many feminist critcs of Irish nationalism critices the conservative body politic of the
early modern lsh nation ate which naturalesd wome® subordination to the conception

of organic unity of the nation. For example, Susan Cannon Harris focuses on the
conception of national health that was tested and played out on the body of women: the
natior® obsession with gjtual and moral purity was closely linked to the domestication

of women into a familial space ruled by the family men, which assigned to Irish women
Qhe task of embodying the impossiBl¢larris 2002: 229).
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so, the playwright demonstrates how the borderline between the real and the
phantasmatic becomes thin and how those domains are conflated in various
claims for the real.

Judith Butler theorises the relation between those realms by stating
that the Oproduction of the real takes place through a restriction of the
phantasmatic,0 and she maintains that the real is:

a variable construction which is always and only determined in relation to
its constitutive outside: fantasy, the unthinkable, uhesal. The positivist
version of the real will consign all absence to the unreal, even as it relies
on that absence to stabilize its own boundaries. In this sense, the
phantasmatic, as precisely such a constitutive exclusion, becomes essential
to the consuction of the real. (Butler (1990) 2004: 186)

For Butler, fantasy, rather than an indicator of the unreal or a-wish
fulfilment of the preexisting subject, is related to the constitutive process of
subjectivity formation, in which a certain type of phantasmatic construction
passes as Othe realQ threugdpeated posturing and another disavowed as
fantasy. As the Oconstitutive outsideO of the real, fantasy refers, rather than a
desire for something outside the subjectOs reach, to the subjectOs
embeddedness to the scene of phantasmatic process ofigdéatif and
exclusion. In a way, ButlerOs theorisation of fantasy is in tandem with her
logic of melancholic incorporation of the gendered subject, which involves
an unconscious process of exclusion (of the undesirable, homosexual desire)
and retention ofoss as fundamental to the eBa paradoxical double axis
of disavowal and fetishisation of loss. As with melancholia where subject
and object become indistinguishable from one another because the lost
object has been taken in as the self, in ButlerOanotallic version of
fantasy, the phantasmatic, denounced and yet constitutive of the QauthenticO
self as its founding repudiation, deconstructs the subjectOs sense of integrity
as well as a notion of the real as opposed to fantasy.

The performative poweof fantasy unsettles the notion of the real as
an ontological indicator that functions to designate certain events to be real:

To say that something is phantasmatic is not to say that is Ounreal® or
artificial or dismissable as a consequence. Wieldethimvi political
discourse, the real is a syntactically regulated phantasm that has enormous
power and efficacy. Fantasy postuEsthe real; it establishes the real



through a repeated and persistent posturing, but it also contains the
possibility of suspeding and interrogating the ontological claim itself, of
reviewing its own productions, as it were, and contesting their claim to the
real. (Butler (1990) 2004: 187)

The disintegrated boundary between the real and the phantasmatic, then,
invites a questiowhether what we perceive as OrealityQ is established on the
ground of a dominant epistemological set of the immediate world: whether
the reality effect derives from a certain representational mechanism that
claims for the monopoly of legitimacy as in ttateled national narratives.

Deevy locates the protagonistsO cultivation of fantasy and desire to
narrate it in the midst of the patriarchal power of the nation state, revealing
its exclusionary practices of controlling and restricting the phantasmatic
Throughout the chapter, | argue that DeevyOs drama illuminates how the
nationOs phantastmatic identification with a certain ideal predicates on its
anxiety and desire for the achievement of its status as the legitimate real,
which in turn fails to accomadate multiple articulations of identity. This
exclusionary and restrictive process promotes an idealised national body
through a disciplinary device that has been installed in the familial and
communal unit. In DeevyOs drama, it is delivered throughcimenanal
complicity with the patriarchal power that renders the protagonistsO fantasy
and vigour related to illegitimate origin of birth and dangerous to the
OhealthyO construction of community. Melancholia of community (or nation)
in the plays comes fronhis excessive attachment with and mourning over
loss of the ideal, functioning simultaneously to exclude and retain the
injured/injurious national others for the sense of integration.

DeevyOs insight into the Oimagined communityO is revealed in her
deft interweaving of the mirroring relationship between the new nation
stateOs longing for legitimacy and the protagonistsO anxiety about
illegitimacy. In the plays, the protagonists variously act out their subjective
uncertainty and impasse through phantasndgictifications with imagined
figures as manifest in EllieOs fantasy of heroismSgarch of Valoyr
AnnieOs fantasy of her exotic origin of birthhé King of SpainOs
Daughte), and KatieOs identification with a spiritual Saint or a woman from
an aristcratic background Katie Rochg On the one hand, the



protagonistsO fantasies illuminate the social quality of fantasy as deriving
from their melancholic incorporation of social norms that prescribe the
idealised version of femininity. On the other hatite fantasies manifest
their deviation, a wilful turn away from Othe real® or prescribed norms that
denigrate their stories of self: that is, through fantasies the protagonists find
their potential for agency, sense of integrity, and ability to constilatie

own fiction.

DeevyOs aesthetic aspiration to fantasy is deeply bound to her desire
to explore lIrish life. Leeney points out that O[a]s a playwright DeevyOs
impulses were national and contemporaryO and her plays have been read Oas
realist enactment®f the narrow confinement of socially insignificant
womenOs livesO (Leeney 2010:-16P However, the realist appearance of
the plays disguises DeevyOs deft staging of psychological images and
narratives that drive the structure of the plays in paralléh whe
interrogation of social terms of control of the female subject -(1&H.
DeevyOs settings demonstrate LeeneyOs poiffthelnKing of SpainOs
Daughter for example, the minimalist setting on the road with all the traffic
closed off reflects the iatnal life of the characters, reinforcing the
dynamism between the claustrophobic atmosphere, the escape through
fantasy, collusion with and submission to the powerK#étie Roche the
realist setting of a cottage home becomes uncanny by the inhabitantsO
exaggerated acts or excessive silence, which are often abrupt or repetitive.
This theatrical expression of control in relation to the constraints of space as
well as naturalised/internalised social order makes visible the inadequacy of
the distinction beteen the normal and the abnormal, as well as the real and
the fantastic, challenging the drawn boundaries on womanhood.

Creating Images of the Hidden History of Posindependence
Ireland

It may be arguable to render Deevy as a direct successor of Gregory
due to the difference between them in class, religious backgrounds, and
positions in the Abbey. Gregory, coming from the background of Protestant



Ascendancy landlords, was at the centre of theatre making while constantly
negotiating her positions as praal manager of the theatre, woman
playwright, landowning Protestant nationalist. Whereas, born in Waterford
with a middleclass Catholic background, Deevy was, according to Leeney,
Oon the fringes of Dublin cultural circlesO (Leeney 2010: 162). Although
Deevy was recognised as the theatreOs young and promising dramatist
during her shortived heyday at the Abbey she often struggled on the
margin of the national theatre group while dealing with the conservative
operation of the cultural institution.

Despite the differences between the playwrights in terms of privilege
for access to the power of these cultural institutions, they share interests in
the melancholic function of imagination and the place of women within
Irish communities. Moreover, Deevy@ays, especiallyn Search of Valour
(1931), The King of SpainOs Daughi@935), andKatie Roche(1936),
bring to a focal point the living conditions of young women against the
backdrop of the fledging nation state of Ireland. That is, these playsaoffer
window for examining how GregoryOs concerns regarding womenOs position
in the nationOs public life have been resolved. Poignantly, if GregoryOs plays
deliver to audiences in satirical tones the dynamics between the supposedly
excessive imagination ofeéhrish people and the colonial power of control,
DeevyOs portrayal of Irish community in the 1930s lacks such an imaginary
flow of Irish people. The community of the Free State of Ireland portrayed
in DeevyOs plays has rather integrated the state desiteef control of
imagination into a patriarchal order of society. Thus, while the imagination
in GregoryOs drama gains its force through Irish peopleOs talk regenerating
further imaginative talks, in DeevyOs drama the excess, most forcibly
delivered throgh the protagonistsO fantasising of their origin and life, is

immediately pathologised and punished by the patriarchal authority.

2" Deevy® Temporal Power§1931) won the first prize in the play competition promoted

by the Abbey, andatie Rocheg(1936) was included in Messfollanc£3 Famous Plays
series. This latter occasion is much celebrated in an article of the Irish Times as an
exceptional case becauber play was nolamou®in metropolitan cities such as New
York or London. According to the newspaper coluidatie Rochewas the first Irish play

that was included in the series, and this inclusion of her @laynonstrate[d] that fame

may occasionall\pbe achieved in other places [than in New York and London], and that
Dublin [was] one of those plad®@gQrishmar@ DiaryQ Irish Times June 25, 1936).
Subsequently, the Abb&1937 US tour includeldatie Rochen its repertoire.
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Leeney points out that DeevyOs work Ocreates images of the hidden
history of those whose access to citizenship was barredielytimacy,
poverty, gender, or other disadvantageO (Leeney 2010: 171). For Leeney,
this is a Odecisive aspect in analysing her work for twestycentury
audiencesO who are Oghosted by normalized injustices committed on
vulnerable individuals by thenstitutions of the Catholic Church and the
StateO (171), which is well captured in contemporary womenOs drama,
especially in Marina CarrOs Midlands plays.

Ireland in the 1930s was, according to Susan Cannon Harris,
Ocharacterised by a strange combinatriurbulence and stagnationO
(Harris 2002: 227). Politically, Ireland perched on consuming debates
between the two opposed political camps, the Fianna Ftil and Cumann na
nGaedheal (later Fine Gael), and it was also surrounded by the fascist
atmosphere ofEuropean wars. Economically, the policy of national
capitalism aspiring to economic sslifficiency was facing failure, as
Ireland Olacked a large internal market and industrial entrepreneurs [and]
inherited bureaucratic and centralised state apparatums fhe BritishO
(Kearney 1997: 8). Culturally, it was also a time when the gendering of
nationalist discourses was being consolidated through various legislations in
an attempt to achieve the new nation stateOs stability through the
preservation of the faily and the upholding of Catholic values.

The StateOs anxious conservativism effected an increasing erosion of
womenOs political and civil rights: the 1927 Juries Bill (exclusion of women
from the jury duty), the 1932 public service marriage bar (exausif
married women from employment in the field of civil service sectors and
national schools), the 1934 Criminal Law Bill (section 17, which prevented
the sale and importation of birth control devices in the State), the 1935
Conditions of Employment Bil{section 16, which allowed the government
to limit the number of women in given sectors in order to protect the work
of men), and then the Constitution of 1937 which defined the family as Othe
natural primary and fundamental unit group of society, an@ asoral
institution possessing inalienable and imprescriptible rights, antecedent and
superior to all positive lawO (article 41.1), confining womenQs role as wife
and mother within their home and the State (Ingman 2067110
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This promotion of family agentral in the life of the Irish nation
state meant, on the one hand, that the family became a trope in which
national hierarchy was sanctioned and naturalised as a unity of domestic
interests. On the other hand, the iconographic position of family tended
dehistoricise and depoliticise the unit, and as it was excluded from the
discourses of power, the subordination of women and children to the law of
family and nation was viewed as natural. Regarding this series of changes
effected by the gendered lelgisons, Margaret Ward and Maryann G.
Valiulis note that:

the political gains that women made before and during the Rising were
eroded. As the men in government forged a new nation, it became
important for them to reassert their masculinity through thosition of
traditional views of Irish femininity. Women who once fought for the
franchise, womenOs equality, and IrelandOs freedom were now asked to
return home and take their OproperO place as wives and mothers. (Qtd. in
Fox 2000: 195)

Lisa FitzpatrickOs article OTaking on Their Own RoadO (2007) addresses this
political and cultural change in relation to womenQOs position, while
examining early twentieth Irish womenOs plays, especially Augusta
GregoryOsGrania (1910), Margaret OOLearyOs Woman(1929), and
DeevyOFhe King of SpainOs Daught&®35). Fitzpatrick argues that these
plays are reflecting womenQOs status of each time period. She maintains that
the female charactersO attempts to explore their sexual identities and develop
carees (or other social/institutional opportunities) are represented Oin more
and more oppressive terms as the century unravels and the Irish state
establishes its increasingly maleminated power structuresO (2007: 84).

Most compelling is the contrast betve the ends of GregoryOs
Grania and DeevyOiatie Rocheand The King of SpainOs DaughtBoth
playwrights examine how womenOs submission to power happens. In
GregoryOs play, Grania endures a sense of humiliation and loss caused by
the betrayal of her huabd Diarmauid and her choice of remaining with
Finn within the maledominated power structure, but her pride overpowers
the derision of Finn and his men. In DeevyOs plays, however, the
protagonistsO selbsertion is stifled by the patriarchal will: Anmieooses a
loveless marriage under her fatherOs threat, and Katie gives in to her
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husbandOs plan to discipline and domesticate her desire and behaviours.
Significantly, in DeevyOs drama the protagonistsO loss and their subjugation
to power are compensatedr fby their further fantasypnaking about their

future life. Through the protagonistsO predicament, Deevy exposes the
milieu of the time when the life force was crushed by the StateOs demand for
conformity to the national norms. Thus, in a way, the seecongpromise

of Annie and Katie with the patriarchal power is the playwrightOs attack
upon a conservative machinery of control, often represented through the
sterile or petrified masculinity. This contrast betw&nania and DeevyOs

plays in exploring womes&earch for agency is indeed noteworthy as the
1910 GraniaOs hope or vision for equal citizenship is taken over by Katie
and AnnieOs disillusioned Ovision®, their melancholic awareness that

difference or freedom can be nurtured only in fantasy.

Teresa DevyOs Public Voice

IrelandOs national theatre was in no position to fend off the
fundamentalist ideas of national politics and Catholicism. Although the
Censorship of Publications Act in 1929 did not cover stage performances,
the theatreOs efforts for avation were often hampered by the prevailing
phobia of degeneracy. For example, the theatreOs 1935 attempt to stage
OOcCasey(%e Silver Tassighat they previously rejected producing in
1928, was Oaccused of QindecencyO and blasphemyOO (Morash .2002: 189)
Subsequently, the Catholic authoritiesO call for a law to ban all of OOCaseyOs
plays made the AbbeyOs only Catholic director Brinsley MacNamara resign
in protest, and the play survived only a brief run. As Christopher Morash
writes, O[i]t was clearly nttte time for a fightO (190).

WomenOs involvement in the theatre making was also diminishing.
Christopher Murray notes that Oto be a womanO, in the early years of the
twentieth century when the theatre was part of the nationOs cultural
movement, Owas nbstacle to success in the Irish theatreO (1995: 1). It was
partially because women who were actively involved in national and
suffrage movements used theatre as a means to highlight their cause, the
most well known example of which is ODaughters of Ean@pvement
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founded by Maud Gonne to produce plays and offer young women a chance
of participating in national causes. As to the gradual decline in the number
of women playwrights in the 1930s, Murray states, Oit is not easy to say why
there are so few womeplaywrights after Lady GregoryO (19952%ut
Murray does offer an example of Maura Laverty, the last female playwright
of the Gate Theatre in the 1950s, in which he remarks how she was
exploited in maledominated theatre practices: though the sucoédser

plays virtually saved the theatre from the financial difficulty in the 1950s,
she Owas always the last to be compensated for plays which paid their bills
and usually had to press and beg for royalties dueO (1995:3). This reluctance
to recognise wonr®s work, of course, gains its justification from the
forcible national ideology combined with the prevailing Catholic morality,
which positioned women within home and prevented women from
participating in the public realm.

In this cultural climate DeevgCcontribution to the Abbey was
notable. As one of the prominent Abbey playwrights, Deevy was forging a
distinctive public and theatrical voice, which reflected her critical
observation of the contemporary national society. She also attempted to
participae in the shaping of public opinions. In a public letter toltfsd
Times for example, Deevy wrote against the censorship boardOs decision to
ban Sean OOFaolainOs 1936 ndied, Along charged with Ogeneral
indecency.O Questioning whether the real atioje to the book did not
come from the intolerance of the authorities to the authorOs treatment of

religious faith, Deevy demands:

Have we come to such a pass in Ireland that men in a position so
responsible as that of censors will publicly declare a manOs work indecent
because they disapprove of the philosophy of the characters he has
created? [E] If, in Ireland we are not to be aled to read of those whose
faith differs from our®if we are not to be allowed to read any criticism of
priests or religious orderB let that be said. But let us have an end to
insultsb lowering to those who offer them and to the nation that tolerates
such practices. (OThe CensorshipO)

% There were Mary Manning and Christine Countesagford at the Gate Theatre the
1930s, and then Maura Laverty in the 1950s, who was the last woman playwright who
wrote for the Gate for the next 30 years (Murray 1995: 3).
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While DeevyOs personality is mostly remembered in words such as Ogentle
soul, a kindly and timid person of geniusO (OObitudng/© Times 21
January 1963:. 7), the above letter delivers her strong public voice,
criticising the narrow vision of the nationally sanctioned Catholic mores that
disavows any nowonformity. Considering that her playBhe King of
SpainOs Daughtand Katie Rochavere written around the time she wrote
this letter, these plays are an artistic version of the playwrightOs social
critigue based on her sensibility in the matter of how the presentation of
difference is not tolerated at the social level.

Despite DeevyQxctive engagement with the theatre, however, her
relationship with it was not a very comfortable one. In a 1935 letter to her
friend Florence Hackett, Deevy wrote: OSomething will have to be done
about the theatre in Ireland. 1tOs appallingd (Morash,s@Teeevy: an
IntroductionO). It is not clear what exactly was the source of her discomfort,
but her experiences with the theatre since 1939 seem to indicate that part of
her discomfort is related to the conservative and arbitrary administration of
the the#&re. This was perhaps not very different from the unjust treatment of
Maura Laverty in the Gate theatre. For example, in May 1939 Deevy wrote
a publicly open letter to the editor of tihésh Timesin order to make a
correction to their previous report time AbbeyOs rejection of her new play,
Holiday House In that short letter, she states that it was not a rejection of
the play as such that mattered, but a cancellation of the previous yearOs
contract for the production of the play. Apparently, none ofrélasons for
the cancellation were sufficient for Deevy, as she complains that all her
enquiries were met Owith evasive repliesO (OThe White $tisbdT@nes
8 May 1939: 8).

DeevyOs troubled connection with the Abbey culminated in the
theatreOs rejémt of her play Wife to James Whelam 1942, which
effectively ended her career as the Abbey playwright. The official reason for
the rejection was that it Owould not be financially viable as its characters
resembled those in a previous play and [ErnesthB| the managing
director of the Abbey] also clearly stated that he had no further use for any
of her workO (OODoherty 1995: 27). While the blame for the rejection is

directed at the Oshamelessly conservative and commercial managing
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director,0 Martina @dherty asserts that the play is the Omost significant
[one] in DeevyOs repertoire,0 marking the playwrightOs Ooriginality,
sensitivity, and deep understanding of human nature®) (27

The theatreOs rejection of her plays was clear evidence, as Leeney
also notes, of Othe enduring power of the Abbey as a cultural institution to
act as unrivalled arbiter of playwrightsO careersO (Leeney 2010: 164).
However, such a treatment of her plays did not stop Deevy from writing
stage plays. Although her aspiration voite for the Abbey was greater,
partially due to their capacity to produce plays with fine actors, Deevy
began to write plays for the radio (BBC Northern Ireland and Radio
fireann) and television (BBC Northern Ireland), which also brought her
great succes This change of her writing career was an adventurous journey
for Deevy, choosing the medium (radio) to which she could not gain a direct
access because she had been completely deaf since 1917. Regarding this
adventurousness and resilience of the playltriMorash writes, Oher life
began to echo the situation of a character like Katie Roche, insofar as a
vivid life of the imagination became a necessity in a world of material

constraintsO (Morash, OTeresa Deevy: an IntroductionO).

In Search of Valour(1931) andThe King of the SpainOs Daughter
(1935): Idealised Femininity and Repudiated Identification

DeevyOdn Search of Valour(1931) and The King of SpainOs
Daughter(1935) explore the female protagonistsO desire for a heroic life in
the conditions wher material constraints do not allow their search for the
heroic outside their designated space. As-awteplays, these works
establish in succinct terms the predicaments and traps that female characters
face in an enclosed societyn Search of Valourfeaures a young
protagonist Ellie who, faced with the lack of role models for womenOs
heroic life, attempts to gain access to such a life through OadventuresO of
others apparently heroised in the mass media: for example, Ellie
passionately follows and admér¢he marital adventures of Mr. Glitterton, a
rich celebrity, and the stories of savagery of a local renegade, Jack the
Scalp. Annie, the protagonist The King of SpainOs Daughtalso seeks
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an imaginative liberation in the image of a bride. Howevethénprocess of

her identification with the bride (or a feminine beauty), Annie is caught in a
trap because of her troubled relationship with her own gender, experiencing
an increasing difficulty to articulate her wishes and desires projected onto
the brice. In both occasions, Deevy represents the protagonistsO loss and
impossibility of achieving their own heroism in a milieu wherein idealised
social values demand of the protagonists a certain type of identification. At
the same time, the playwright problatises such identifications as
profoundly gendered, which in turn makes the protagonists fail to construct
and perform their own version of identity.

Leeney suggests that the protagonistsO predicaments derive from the
gendered Oidentification trapO (2QlTB). Leeney means by the terms that
womenOs point of view is often baffled in a patriarchal context because the
male gaze, often internalised by women themselves through the historically
repeated habit and training, functions as the universal in evpsactaef
cultural life. Lost in the process of identification in a culture where
OwomenQOs experience is defined as applying to a subset of humanityO (7),
both men and women infected by the identification trap find it Opuzzling,
partial, or entirely inacceseO (7) to appreciate, or even to acknowledge,
the values of womenOs experiences represented/performed whether onstage
or offstage. LeeneyOs notion of identification trap is deeply connected to
melancholic gender identifications that Judith Butler tressiin her
seminal works. InThe Psychic Life of Powddl997), for example, Butler
conceptualises gender identifications as a melancholic activity, a repetitive
Oacting out of unresolved grief,O which is compelled by Oa set of culturally
prevalent prohibibns [E] the internalisation of the ungrieved and
ungrievable homosexual cathexisO (1997: 167, 139). According to Butler,
the heterosexual melancholy explains a masculine gender as Oformed from
the refusal to grieve the masculine as possibility of loviejranine gender
is formed (taken on, assumed) through the incorporative fantasy by which
the feminine is excluded as a possible object of love, an exclusion never
grieved, but Opreserved® through heightened feminine identificationO (1997:
146). The identitation trap women experience, then, derives from the
repudiation of identifications that stray from the constitutive identification,
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that is, the identification with ideals that are not inhabited by anyone,
forcing the constitutive loss of certain attacmnts.

Here, | examine how DeevyOs plays explore this realm of repudiated
identification from womenOs perspectives. The characters, locked in the
gendered epistemological frame of society, repudiate the feminine at various
levels: it is unruly,unspeakable, unrepresentable, untrustworthy, insane,
dreadful, and fearful. The protagonists also have difficulties in articulating
their own identifications with the heroic as they are already outside the
closed domain of social norms: they are botlgitimate children with no
mothers speaking to the condition of repudiated identification in the
melancholic logic of heterosexual femininity. In that condition, what is
available for the protagonists is to long for the masculine valour (Ellie in
Searchof Valoun) or to subjugate the feminine vitality to the social dread of
it (Annie in The King of SpainOs Daughteis discussed earlier, DeevyOs
exploration of female fantasies of identity in relation to the material
conditions has to do with the sociantext of the 1930s Ireland. Around the
time when these plays were premiered in the Abbey, the nation state was
increasingly consolidating conservative social mores through a series of
legislations in which the subordination of womenOs interests and values
became natural. The question of national health and unity was measured in
terms of female sexuality, which functioned to domesticate womenOs
various energies and to deprive them of social and institutional opportunities
in the public realm. DeevyOs playesent these social conditions and
interrogate how the collective identification with masculine and patriarchal
values is endemic to the nation stateOs melancholically passionate
attachment with the Onational imaginary,O heightened at the cost of
femininity. OIf melancholia appears at first to be a form of containment, a
way of internalising an attachment that is barred from the world,O as Butler
argues, Oit also establishes the psychic conditions for regarding Othe worldO
itself as contingently organisethrough certain kinds of foreclosuresO
(Butler 1997: 143).

Both In Search of Valourand The King of SpainOs Daughtéie
protagonists are deprived of proper social and cultural status as a domestic
servant or economic dependent. Yet, they struggle tmdktair dreams of
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escaping the wasteland they have inhabited. Deevy highlights the culturally
claustrophobic environment by setting the protagonistsO vitality against the
grotesquely enclosed space: a parlour of Mrs MaherGiowm house in
the former phy, currently used as an employment agency for female
domestics, wherein a sixtegearold girl, Ellie, works as a servant; a road,
the desolate space, blocked @yoadbarriers with noticesONo TrafficO and
ORoad Closed{h@he latter playKSD18)%° The minimalist setting without
changes in these ot plays helps to draw a more focused attention to the
mood, images, internal struggles, and dreams accumulated by the
charactersO dialogues and actions. Bert O. States argues that Othe stage space
andthe stage event are one and the same thing; they are reciprocal entities,
[E] the scene OpermeatesO the speech and the speech illuminates the settingO
(States 1987: 50). In DeevyOs plays, the setting onstage is not just a
background OsceneryO of the dlastead, it is a constructed world that
reflects the surrounding milieu of the characters, the stifling conditions of
imprisoned life, both driving and containing the dialogues between the
characters. Like in Gregory@preading the Newshe world of whit is
characterised by the colonial panoptical surveillance, DeevyOs dramatic
world onstage framed in the patriarchal order engenders the actions of
fantasising, Oconfer[ring] on the living space [onstage] the status of a
prisonO (States 1987: 645).

In In Search of ValoyrMrs MaherOs parlour is described @ iD
kept room in a tumbldown house. The walls are slanting and uneven, and
in places the paper is coming off the w@ll§SV 5). The grim image of the
setting conveys a grotesque mood of the urnddd when loud noises are
heard from outside Oas of zinc striking on zii@ 5). This alarming
sound, evoking a sense of imprisonment in the mood of Gothic literature, is
soon identified to be a noise coming from a heavy metal gate that slams
shut. Ane Williams notes that Owhat is sometimes called Gothic
Oambience® might be understood as a foregrounding of the Ofemale® spaces
within the Symbolic and thus as an expansion of that system to
accommodate the Semiotic.O (Williams 1995: 71). Drawing on trnrad

2 subsequently the plays whke cited in text a&kSDfor The King of SpainOs Daughéerd
ISVfor In Search of Valour.
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the Semiotic which Julia Kristeva links with Othe repressed, maternal,
feminine OotherO of significationO (57), Williams argues that such a Gothic
setting can disrupt the naturalised order of the patriarchal Symbolic. The
underworldlike images oMrs MaherOs parlour, as Williams would argue,
defamiliarises any comfortable notion of the domestic promotetahyon

de ValeraOs vision of Osalfficient, ruralO Ireland. (Brown 2004: 131).
Ellie clearly sees grotesqueness hidden behind such a naii@ider:

ELLIE: Often | looks at the ones that come here: women with life in them,
and all they ask to be took till theyOre too old to be took at all. Then to
draw the old age, and sit on the bent¢8V().

A sense of grotesqueness derives fromcthgtingency of the womenOs life
with death, with their vitality confined and suppressed until it finally withers
away. This superimposition of womenOs bodily conditions and labour
directly challenges the natiestateOs ideal equation of women with nationOs
spirituality, materialised in de ValeraOs 1937 Constitution which deceivingly
promised womenQOs freedom from labour for economic necessity by
confining womenOs status in the maternal *folaerefore, Mrs MaherOs
parlour signifies, on the one hand, theilpes space into which women
were designated by the nation state as the unemployed mother and wife. On
the other hand, the authorOs theatrical treatment of the place as dingy and
grim highlights womenOs estrangement and hopelessness, in which

materialisticpreoccupation precedes the religious faith.

ELLIE: Spirit I likes more than prayer!

MRS. MAHLER: Spiritt ThatOs a queer word to be saying to your
mistress. What need any Christian ask but to say their prayers, and make a
bit of money in their life. ISV 6)

Mrs MaherQOs disregard of the spiritual life and promotion of materialism
seem to mark the authorOs wry joke about the disparity between the national
ideal and reality: the mother figure who is symbolically regarded to
represent the nationOs spiripaertystricken and the ChurchOs emphasis
on spirituality is replaced with her religious pretence or gesture.

3‘0 Melisa Sihra remarks the enduring effect of the constitutional status of women in Ireland:
Qhe words of woman and mother are, t@ tthay, used interchangeabliBhra 2007: 211).
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In contrast with GregoryOs Cloon where townspeopleOs
communications, although mismatching, are fluid and create uncontrollable
energies, Deevy@tage embodies the foreclosure of such creative flows of
different energies by patriarchal figures. The desolate space closed off to the
other part of the world in DeevyOs plays is a symbolic expression of the
nationstateOs failing policies of consemnvatprotectionism. The stage space
of The King of SpainOs Daughigrcrowded by two male labourebsPeter
Kinsella, AnnieOs father and Jim Harris, AnnieOs potential feard the
figure of Ophallic mother® Mrs Marks. The menacing and hostile mood of
the stage setting becomes further illuminated by the conversaticihe
characters onstage inveigling against AnnieOs Ounruly® behaviour. Before
Annie enters the stage, the audience is informed that she is out at a wedding,
enjoys flirting with Roddy Mann, and neglects her duty as daughter by
forgetting the fatherOs dir. Increasingly, their conversations become
impossible to separate from the stage imagery, infecting the stage world
with the air of threat and violence. These visual and aural events carrying
the air of suppressed fury and menace, then, explode at dheemh of
AnnieOs entry on the stage when her father hits out at her with the dinner tin.

The barren road barricaded by the OwallsO of protection, thus,
functions as a site in which the allegedly unregulated female body is
exposed to ruthless violence dietFatherOs order. A violent aspect of the
national ideal of protectionism is indeed highlighted when the matter of the
nationOs purity is projected onto the female body. As Maria Luddy explores,
the need to regulate the female body was used as Oaleafmmenoral
regulation® (2007: 89) of the nation in posiependence Ireland. While
promoting national morality, thus, the nationalist rhetoric regarded
unmarried mothers and illegitimate children as a threat to national health.
And it is not surprisinghat the rhetoric of protection and regulation entailed
discussions on prostitution and venereal disease. Luddy notes that the worst
offender in relation to sexual transgression of female subjects was
considered to be Othe OamateurQ, identified as awwoag who engaged
in sexual activity without looking for monetary gainO (85). Luddy maintains
that Othe focus on the OamateurO allied a young womanQOs sexuality with that
of the stigmatised prostituteO and turned her into a potential bearer of

! "8



venereal disese and a threat to national health and morals (85). In this
sense, the nationalist narratives equate control over the nation with paternal
control over the female body.

In DeevyOs plays, such a precarious position of female subjects
within nationalist namatives, oscillating between a national icon and a
potential threat to the nation at once, is represented in the absence of
mothers, which reinforces the sense of illegitimacy of the young female
protagonists. And the voiceless mother is replaced by thegsiie mother
figures such as Mrs Maher and Mrs Marks who have internalised the ethos
of patriarchal order. Thus, although Mrs Marks is aware of the conflicts
imposed on women by marital life (she says to Annie: ODid you think you
neednOt suffer like thvest of the world?0), her ultimate perspective on
womanOs life is demonstrated in her advice given to Annie: OBe a good wife
to him [Jim] now. DonOt give him the bad time you gave your poor fatherO
(KSD 35, 34). DeevyOs plays then portray the world wiherenother, who
can speak of and for female experiences, is absent or silenced.

The material and ideological constraints of the external world,
embodied in the established walls of Oprotection,O are the source of female
fantasies for the OheroicO, somgthitat compensates for their stifling
conditions. At one level, the young female protagonistsO fantasies of heroic
life is to emphasise the impossibility of escaping cultural systems of control
(if at all, the possibility is open only in fantasy). On thieep hand, their
fantasies function as theatrical interventions in the naturalised order of the
Symbolic. In both plays, the protagonists paradoxically find a potential to
seize agency through narrating their fantasies, which in turn profoundly
upsets husind/father figures. This work of fantasies in DeevyOs drama also
functions to mirror the colonial condition of Cloon in GregoryOs play where
the interconnection between colonised peopleOs emptied language and their
force of imagination unsettles the rigigammar of the coloniserOs language
and behaviour. At the same time, the mirroring effect enables an
interpretation of society in DevvyQOs tiBlaow the Free State devoured the
diverse and revolutionary energies repeating the colonial domination.

In In Serch of Valour Ellie, culturally and socially deprived of

possible access to heroic achievements on her own, projects her desire onto

! II+I



the figures like the Glitterons whose stories of divorce cover the
newspapers. For Ellie, the couple embodies glamordabty. When the
Glitterons arrive in Mrs. MaherOs parlour, however, EllieOs illusion is
shattered as she realises the trivial and unworthy aspects of their life and
personalities. Then, she becomes enthusiastic again when the fugitive
murderer Jack thec8lp arrives in the parlour. Overly excited with JackOs
reputation of savageny sign of a masculine hero for Ellie, she attempts to
seduce him, at which point EllieOs fantasy is compounded with the
expression of her desire. DeevyOs stage direction abim@sEdesire is
direct and open: Ellie moves close to Jack the Sdalastihg her eyes on
himO [SV 15), which Ellie finally speaks ot OWherever youOll be 101l be
there: [E] | will share your food, | will share your bed.[3Y 15) However,

Ellie is immediately rejected by Jack the Scalp: OKeep back from me!O he
says, and at this stage he significantly lowers the gun aimed at Ellie. And he
continues. OlOnrespectablenan. [E] IOm willind to shoot whoever youOd
like but B | was brought up respectab®!SV 15). The murderer Jack is
terrified of Ellie B more specifically, of her body/desire and the potential
violation it signifies in the national imaginary. For Jack the Scalp, EllieOs
expression of sexual desire is more sinful and degenerate than his
association with murder. With fear of such influence and contamination,
Jack the Scalp chooses to surrender to the police, and the play ends with
EllieOs expression of anger about this dreadful and unheroic nature of
reality.

Notably, this play shared thell on its premiere production with
YeatsOs and Gregory@shleen ni Houlihapnwhich arguably contributed to
naturalising the woman as a national icon and the sacrifice of domestic life
for romantic ideal of national heroism. iathleen ni Houliharoffers a
phantasmatic vision of the nation emerging by taking as metaphor the
transformation of an old hag into a beautiful young woman, DeevyOs 1931
version of Owriting backO in the use of the sam@aule of onect play
contests the very iconic notion wioman by providing the audience with a
critique of material conditions of woman, the natgiateOs failure to live up
to the model of idealism, as well as the limitations of its ideal. One of the
reviews of the production grasped this point but wasagtilie blind to the
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implication of staging those plays on the same night. A reviewer dfishe

Timeswrites about those two productions:

Fantasy in the singlact form should be plainly fantastic; there is no need
for the vesture of reality to cloth&s dancing skeleton . . . disappointing. It
got many laughs, which were mainly contrived by good acting, but it is not
likely to enhance its authorOs reputation.

[..]

In Kathleen ni Houliharns also romance based upon reality, but Mr. Yeats
managed tohave romance spring actually and spontaneously from the
political reality of his characters and audience. If the appeal of the
delightful little play be not as powerful as it once was, the change is due to
events beyond the poetOs control; it remainsofrtke most appealing
plays in the Abbey repertory. (OA Disciple: New Play at the Abbey
Theatre,drish Times 25 August 1931: 8)

In this review of the plays, we notice that this reviewer expresses his
discomfort with DeevyOs genre troubling deploymefiamtfasy: fantasy as
grounding in reality. At the same time, while acknowledging the political
importance of romantic idealism revealed Kathleen ni Houlihan the
reviewer dismisses the possible critique of the social delivered by DeevyOs
mode of fantasythe possibility of the fantastical mode to rewrite the
mystique of masculine heroism and the way how the womanOs will to valour
is thwarted by the existing gendered social norms. The playwrightOs
conscious effort to redefine the female subjectOs canditich possibility in
relation to the social context is demonstrated in a series of name change of
the play: it was premiered under the titlefoDisciplein 1931, published in
1938 asThe Enthusiastand finally republished in 1947 ag Search of
Valour. The shifts in the focus of the titles from a sardonic emphasis on
EllieOs illusion towards her thwarted desire for heroism through the
hyperbole of the title make visible the inadequacy and limitation of the
social system to accommodate womenOs seartttefberoic.

The King of SpainOs Daughtso portrays AnnieOs predicament.
Annie is caught by a sense of entrapment in which she has little choice but
either to Osettle downO by marryingBwaich is @ knell to he® KSD 32)

b or to work in the factory. Fearing the unheroic nature of her destiny,
Annie dreams of moving to London: Ol dunno could | ever get into service
in a place in London?®$D 32) This immediately causes Jim a great deal

of fury: Oip fury) If your fatrer heard you were at the crossroad last night
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E dancinO on the road, anO restinO in the ditch with your cheek agen mine
and your body pressed to méGD 32). JimOs fury comes from his anxiety
that he is losing his control over Annie. In his mind, Annie@spendent
natureDOthe bold wild thingBis associated with sexual transgression from
which he holds himself exempt. JimOs anxiety parallels with Jack the
ScalpOs fear of EllieOs open expression of her desire, which is the
introjection of the nationaknxiety about the corruption of morality caused

by the womanOs sexual transgression. Moreover, the emigration of female
subjects to England signifies a Othreat to the perpetuation of Irish
domesticityO (Richards 2003: vii).

While AnnieOs daydreaming of escape is the expression of her
impasse (little opportunity for her to pursue an independent life), the absurd
quality of AnnieOs daydreaming is manifest in her romantic accounts of a
bride at a wedding party:

She looked lovig passinO along, her hand restinO in his, and her body
swayinO beside him down the path. . . . everything was white or burnin®
red, but she was dressed in pale, pale goldEsfiéinds to breajtb two

red flowers were crushed up agen her here. . . nilyself | seen in heb
sailin® out into the sun, and to adventufS& £8)

In her fantasy Annie is the King of SpainOs daughter OsailinO out into the
sun®, and she is transfixed at a sight of the bride. Annie constantly fetishises
the brideOs body andstume as shown in the diverse versions of her reports
on the bride to different people: she says to Roddy Mann that the bride Owas
like a livinO flame passin® down by us . . . dressed in flaminO red from top to
toeO and to Mrs Marks that Oshe was dresseith shimmerinO green from
head to footOKSD 23, 26). Maria Kurdi asserts that this fantasising results
from AnnieOs longing for freedom. While her movements are controlled by
the male value system, for Annie, Othe bride incarnates freedom of
movement distinction and the transforming power of love.O (Kurdi 2010:
26).

Deevy expresses this discrepancy between AnnieOs reality and her
fantasy world through the contrast between the barren, blocked road and the
colourful visual images invoked by her acctsunWhile this fetishistic

fantasising of the bride thus is the expression of AnnieOs originality and
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creativity, a source of her joy, its ironical aspect lies in that her
identification with the bride counters her longing for escape from the
marriage (arap of conventional femininity). More significantly, AnnieOs
articulation of such a fantastical imagination is rejected and categorised as
inauthentic or perverse.

While fetishism in classical psychoanalysis is connected to fantasy
in the egoOs melancholdbsession with the compensation for absence,
Anne McClintockOs cultural reading of it asserts that the fetish emerged
from Othe abrupt encounter of two radically heterogeneous worldsO, as a
Oquintessential probleabjectO onto which Othe psychic, econoarid
historical perturbation thrown up by [the] crisis of value was
projectedO(1995: 189H. She maintains that in much Enlightenment
thinking the fetish embodied Oerrors of logic, of analytical reasoning, of
aesthetic judgment, of economic progress dmbbtical legitimacyO (187),
thereby Enlightenment thinkers could undervalue and negate difference as
deviant. Thus, McClintock understands fetishism as an imperialist discourse
in which the fetish Owas seen as a direct obstacle to progressive market
forces and marked these groups [people with other cultures] for direct
imperial intervention and conquestO (188). McClintock argues that this
imperial discourse, however, Ounwittingly revealed their own fetishistic
proclivitiesO as represented, for exampteOthe multicoloured, colonial
map of the worldO which constantly enchanted imperial menQ)L8Bo
follow the concept of fetishism drawn by McClintock, AnnieOs fetishism
can be seen as emerging from the conflicts of different systems of value:
AnnieOs mitiple reports on the brideOs body and costume are considered as
Oerrors of logicO instead of expressions of difference.

In the national value system, AnnieOs accounts represent feminine
malady, typicality, inhabiting anachronistic space whose enigmaticeis
unruly and never trustworthy. Thus, the phallic mother, Mrs Marks, advises
Jim against Annie: OdonOt believe one word sheOll tellK®DQE), and
Jim aggressively contorts AnnieOs reports on the bride and interrogates her:
OShe was dressed grey. Tell the truth!OKSD 28) These accounts
disempower AnnieQOs difference and reduces her to permanent Other, which

in turn reveal the national communityOs own fetishistic desire to map out the
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Other within the logic of the same. Deevy, thus, reve@trverse desire

of national discourse to contain women and their sexuality by means of
deploying dramaturgical excess, which is manifest, for instance, in AnnieOs
fetishistic and repeated accounts on the bride. From a different angle,
AnnieOs fetishismiglodges the classical psychoanalytic notion of fetishism

in which women are never subjects but objects inhabitingSpnebolic,
Opermanently threatening the male Symbolic with our painted faces and
unruly hair.O (McClintock 1995: 193).

In In Search of Vimur, Deevy further explores the theme of
adventure and desire for heroism. However, in a very dark but farcical tone,
the playwright exhibits the impossibility of Ellie being a hero, with her
conditions stuck in a gendered discourse of nationalism, uwéiyna
revealing the failure of masculinity in the discourse. Ellie goes through a
confused identification with Martius Coriolanus, a Roman hero of
Shakespeare@oriolanus Ellie recalls vividly how the performance of
Miss Charlotta Burke as Coriolanus incanventrun school production
affected her: OShe rose my heart in one hour till | seen the scum we are.O
(ISV 10) As Leeney notes, Oseeing Coriolanus played by a woman, she
[Ellie] sees herself in the same, kité roleO (Leeney 2010: 175). It is
notewathy that Deevy offers a performative aspect of gender roles, which
is elaborated in terms of Odrag® decades later by Judith Butler. According to
Butler, gender is Operformative, thereby implying that gender is a series of
mimetic, socially constructed é@&0O which operate discursively and are
naturalised only through a process of constant repetition. Butler also argues
that drag is potentially deconstructive insofar as it Opromote[s] a subversive
laughter in the pastiche effects of parodic practices iiclwthe authentic
and the real themselves are constituted as effectsO (Butler (1990) 1999:
146). From this point of view, drag marks a subversive repetition which
reveals that the authenfithe originalbis already an Oact.O

As an actor performing dragCharlotta confuses the boundaries
between femininity and masculinity. The Shakespearean hero, Coriolanus is
a figure who is also confused in terms of his identity: he is a fierce and
absolute hero on the battlefield but feels emasculated in the pcditeraa.

Interestingly, Coriolanus imagines himself as an actor impersonating



feminine roles (a eunuch or a virgin) indicative of degradation for the hero:
OLike a dull actor now/ | have forgotten my part and | am out,/ Even to a
full disgraceO (Coriolanu¥.. iii. 40 D 2). In DeevyOs play, however, the
identification of the female protagonist with the hero makes the issue rather
complicated. For both Ellie and Charlotta, masculinity is the norm and the
original, and femininity is always a false impersomati®Odrag0), as
ShakespeareOs Coriolanus perceives. Thus, although Ellie appears to admire
Charlotta Burke, what she really longs for is to possess masculinity. This is
so particularly because within a patriarchal culture the position of Ospeaking
subject@ implicitly and explicitly masculine, and as Adrienne Rich writes,
OwomerD privileged or notb are trained to identify with menO (Qtd. in
Leeney 2010: 175).

In this cycle of the identification trap, while women (including
audiences) assume the masculine subject position, the femininity the
protagonists represent onstage remains repudiated and is possibly
reintegrated into the realm of abjected spectres: Ell@bandoned and for
survival Annie is forced to compromise her vitality with the patriarchal
structure for survival. However, the plays demonstrate the possibility of
performance on both levels of theatrical and social as resistance to the
dominant gazefcaudiences and to the social perceptions of gendered other,
establishing a powerful diagnosis of what becomes lost and rejected in the
process of insisting on coherent identifications with arbitrarily drawn ideals
of national identity: a dramatic exploiat of ButlerOs argument that Owhat
cannot be avowed as a constitutive identification for any given subject
position runs the risk not only of becoming externalised in a degraded form,
but repeatedly repudiated and subject to a policy of disavowalO (Butler
1997: 149).

Katie Rocheg(1936): Melancholic Negotiations on the Threshold

Katie Rochedramatises a process in which the imaginative vitality
of a socially marginalised young girl is disciplined and domesticated by the
patriarchal power structures of 1®3Irish society. Drawing on the final
scene that is perceived to be a compromise of female agency on both levels
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of character and author, this analysis of the play explores how Deevy
creates an aesthetic space in which to destabilise the epistemological
framework for the understanding of agency.

Katie is not quite twenty yet and has been employed in StanOs sister
AmeliaOs house. Her reputation as an illegitimate child is widespread in the
town. The stage direction describes Katie as a girl keepirsgi@of inward
glow, which she continually tries to smother and which breaks out either in
delight or desperation according to circumstar@gg0). She easily laughs,
flirts with a country boy Michael, longs to dance at a seasonal festival. After
she accepts t8nOs proposal to marry him, the play discloses KatieOs
alienation in her marital life and her resistance to it. Towards the end of the
play, when Stan decides to take her away to a foreign cobrarnyact of
punishment for KatieOs unruly behavi@iKatie sobs full of sorrow and
OselipityO (122), mourning for her loss. The next minute, however, Katie
undergoes a sudden change in her mood, if not a transformation, and

decides to be a brave, great beauty.

AMELIA: Katie, you must be brave.

KATIE: Brave isit? (bitter). ThereOs no grandeur in this! Taken
away . .. my own faultGovers her face with her hanjis

AMELIA: If youOre brave, you can make it grand. My dear, you
must!

KATIE: (gazes at her for a moment, thehthink youOre right! . . .

(Pause.)lOm a great beauty . . . after all my @i&rying
now . .. grows exultant | will be brave!
[E]

KATIE: I was looking for something great to &wsure now | have
it. (122)

KatieOs final Obrave® action is often interpreted as a realisation of the
conventional Irish womanhood of the time who accepts the prescribed role
of woman as subservient to the patriarchal authority. This ending is
regarded as problematic, as it tidies away the complicated dynamics
between the individual, subversive energy &nel social constraints that
Deevy intensely explores throughout the play. For example, the director of
the 1994 production of the play, Judy Friel expresses the frustration felt by
the actors in the rehearsals of the play: she says, faced with Oa decisive
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moment in the narrative and naturally, in the rehearsals, there was a sense of
disbelief at KatieOs predicament hereO (Friel 1995: 122). For Friel, the
ending is considered to be a Owhitewash,0 in which the playwrightOs vision
is compromised and Ounresal@e(123). Relating the perceived limit of the
play to the social conditions of the 1930s, Friel maintains ODeevyOs
experience as a woman in the nineteen thirties told her to survive by
submission and do it with graceO (123). The creation of Katie tHasei®s
interpretation, mirrors not only the social limit but also the playwrightOs
consciousness about Othe danger her drama would lead her into indecent or
immodest or even blasphemous territoryO (1995: 125).

FrielOs account is potent: it addresses Ratifinal submission to
patriarchal authority in relation to the playwrightOs dilemma of how to
integrate and transform the devalourised pain and sufferings of subjugated
women into the aesthetic realm that contests the destructive effects of
hegemonic soal terms of the time. The unsatisfactory plot resolution is
then regarded to be an externalisation not only of the characterOs inability to
achieve an autonomous vision of self and confront the threat of the external
reality, but also of the playwrightOsxiety about repudiating the social
mores that increasingly naturalised womenOs subjugation to the patriarchal
power. While this view offers a way of reading the play as an aperture to
understand the oppressive social milieu of Ireland in the 1930sgst rtut
fully account for the playwrightOs aesthetic task of inventing a space where
she experimentally seeks the possibility or impossibility of a mute subject
moving beyond the entrenched antagonisms pervasive in social and cultural
life.

This analysis bthe play offers a reading of KatieOs subjection in
relation to her act of fantasising or daydreaming through the lens of
melancholia. Throughout the play, KatieOs fantasy is played out through her
identification with a spiritual Saint, a heroic woman ah aristocratic
background, a wild lover, or an obedient wife. At crucial moments of crisis
or decision making, Katie often escapes into her phantasmatic daydreams,
as a result, transforming the naturalist setting of the rural cottage into a
psychologicabpace where the protagonistOs subjective pain, anxiety, desire,
or hope is both expressed and thwarted. However, Deevy does not posture
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KatieOs fantasy in the frame of the external world versus the individual
wherein the fantasiserOs abandonment of tHecatifig, unimaginative,

and settled living in a community for a visionary and unknowable future is
often understood as a wish fulfiiment and freedom. Instead, KatieOs fantasy
at the junction of the real and the unreal (or the theatrical) questions how he
subjecthood is constituted by the internalisation of the social terms of
feminine ideality, which locates her subjecthood in a struggle against both
the antagonisms of the external world and the internal conflicts of desire and
subordination of that desi.

| also suggest that, by intertwining KatieOs fantasy, theatricality, and
agency with the restrictive boundary of social order and realism, Deevy
integrates the invisible work of melancholia dfet mute subjec{the
internalisation of the social termsnto the structure of her play. And this is
most powerfully articulated in her deployment of fragmentation, ellipsis,
silence, and discordant change of mood and tone, which will be further
discussed in the latter part of this analysis.

This formal consuction of struggles, constantly twisting and
suspending plot resolution, externalises the subjective incorporation of the
social terms, or the melancholic dilemma of the mute subject who is
haunted by the impossibility of achieving the socially presdrideals of
the feminine. While this frustrates audiencesO possible assumptions of the
interconnection between womenOs liberation and redemption, the
melancholic dramaturgy deployed by Deevy, | argue, exposes the dilemma
of how the mute subject can emefgem the history of exclusion and turns
the play itself as a battleground. In other words, the play manifests that the
melancholic fantasy, defined as the incorporation of social terms and then
possession of it in her own fantasy, ironically helps hernmerge as a
subject. This approach to KatieOs fantasy then shifts an interpretive
paradigm for her play from that of subjugation and liberation towards that of
tensions between opposing forces of the unworkable melancholia
(impermeable sufferings of the nmeutsubject) and the possibility of
signifying such unspeakable, unnamable conditions of melancholic survival

through the structure of play.
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In a traditional psychoanalytic approach, melancholia is produced by
the egoOs failure in mourning loss, and thrabghncorporation of the lost
object within the ego the melancholic subject sustains a fictional possession
of the object. Anne Cheng reconceptualises the melancholic incorporation
of the other in terms of the cultural dynamics of exclusion and retewition
the lost object. She notes that the consequence of the psychical drama of
melancholic incorporation is Othe multiple layers of denial and exclusionO
(Cheng 2001: 9): that is, the melancholic denial of loss in order to sustain
the fiction of possessiomd the repression of the return of the lost object in

order to maintain the sense of self. Cheng maintains that:

the melancholic ego is a haunted ego, at once made ghostly and embodied
in its ghostliness, but the OobjectO is also gHdsity only becase its

image has been introjected or incorporated within the melancholic psyche
but also because Freud is finally not that interested in what happens to the
object or its potential for subjectivity. (Cheng 2001:10).

Although ChengOs primary interest is in melancholia of dominant white
identity in America producing the racialised ghostly other, her insight into
the system of melancholic retention offers a powerful tool to examine
DeevyOs drama as an interrogation efalienating force of the Omystique
of IrishnessO (Sullivan 2008: 262), excluding and containing social
differences for a form of idealised and glorified national identity. In the
play, the nationOs attachment to a certain ideal and disavowal of others,
based on heteronormative regulations, works in tandem with the production
of a melancholic inward turn of the national self by projecting its negativity
onto the nationOs illegitimate other and by containing the illegitimate
elements for a crystalised ideglbf the nation. Thus, the nationOs imagined
stability is achieved by the oppression of the return of the
incorporated/assimilated other. DeevyOs insight, while bringing to light
these psychological dynamics of power played out in the familial unit
metonynically connected to the nation, qualifies the nation StateOs
melancholic inwardness itself as an imaginary turn away from facing the
reality (through the yearning for the idealised image of wension and

the excessive mourning of historical loss of hauticity produced by

colonisation).



The national anxiety about the return of the repressed is dramatised,
for example, by the patriarchal societyOs brutality that inflicts mental and
physical injuries upon the protagonist (and works to disempower har). F
example, there is KatieOs father, Reuben, an executor of the state OlawO
carrying stick of Odiscipline® whose physical violence against his daughter is
normalised. KatieOs elderly husband Stan also has a stick of discipline. He
constantly chides and cects Katie for her bad manner and grammar; he
neglects or silences KatieOs expressions of desire and wish. Either way,
StanOs sophisticated way of repressing KatieOs desire and life obliquely
indicates to what extent the patriarchal repression of wonea@mation,
creativity and art work in the cultural field was pervasive: womenQOs
language and art as a cultural object that lacks integrity and has to be
revised.

DeevyOs criticism extends to a community where all the communal
members are in collusion withe maintenance of patriarchal hostility. For
example, StanOs married sister Margaret Drybone constantly spies on Katie
and disapproves of KatieOs marriage to Stan. MichaelOs mother (an offstage
figure) never allows her son to bring Katie into their loudichael who
has internalised the societyOs view of an illegitimate child says to Stan,
OWhat chance has she? Sure thereOs no one round here would thiBk of her
for want of a nameO (61). Adding to an extremely disadvantaged status with
no rights, no edeation, no economic means, KatieOs illegitimacy marks her
as a potentially dangerous and uncontrollable femininity, and the communal
and familial exclusion marks the condition of her being as nobody of the
society, a denied and contained object of the noblalic nation and
community.

Poignantly, the communal politics of collusion and exclusion is a
significant realm of representation in the drama by the next generationOs
women. For example, Reid reveals how the idea of Protestant supremacy in
Northern haseen maintained through the communal performances and the
generational passing down of harmful legacy. Likewise, CarrOs Blaire
Bog of CatsE in particular, demonstrate the communal exclusion of

undesirable element® the ethnic and cultural others such as Traveller
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woman, neglectful mother, illegitimate children. And the repetition of such
exclusion is symbolically drawn through the generatidmistory of incest

The quote from Cheng above sheds a light on another dimension of
melancholia: that is, what happens to the lost object made ghostly in the
nationOs melancholic incorporation? Cheng makes focal the site in which the
marginalised subjecdhternalises dominant ideals, potentially harmful given
the social ideality that negates and humiliates social subjects who do not
conform to that prescription of ideals. Similarly, discussing the impasse of
melancholic subjects, Ewa Ziarek points out tthtae melancholic
substitution of social and political antagonisms by internal suffering is
Omore likely to strike those gendered and racialised peoples who are
excluded from the hegemonic subject positions determined by
heteronormativity, whiteness, and edfern imperialismO (2010: 445).
Ranjana Khanna relates this impasse of the internal suffering of the
melancholic subjects (although she discusses in the context of colonialism
exploring the culture of formerly colonised countries) to the impasse of
repregntation, which she calls a process of OdemetaphorizationO defined as
Oan emptying out of the process of language and meaning formation from
the wordO (2005: 25). Excluded from the meanmading process and
deprived of an opportunity for grieving their nse of loss, socially
marginalised subjects made into the ghostly object of melancholic authority
may be unable to confront the injurious terms of the social.

DeevyOs play allows melancholia of marginality to emerge in its
complexity featuring loss of i@dity, whether imaginative or not, often
leading to the selflenial, seHdenigration, and sufferings from the dilemma
whereby the characters must subordinate in one form or another in order to
achieve their agency. For example, the sense of loss anccal{sebody)
of the main character is foregrounded by her illegitimate origin of birth,
which Deevy illuminates through the visibility of KatieOs desire and
sexuality as deviant. In a crucial sense, DeevyOs marriage plot framing
KatieOs internal sufferinguminates that KatieOs marriage is itself a
melancholic condition of the illegitimate girl: through the ritual
incorporation of the social mores that domesticates her sexuality, Katie

acquires a legitimate social status. However, KatieOs status agyOniabo
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the home of the community and nation continues to mark her as
Ountrustworthy® and OnonsensicalO, and her vitality remains in the patriarchal
structures of discipline and punishment.

Having no proper language either to articulate her sufferings or
affirm her selfhood, Katie continues to falter in expressing her agency. In
moments where Katie is about to achieve her powerful agency through the
expression of her desire or anger, she falls back into @essdrship, and
her will for action remains wwpoken or is replaced by an apparently
irrelevant series of action. For example, Act Il begins with KatieOs strong
demand that Stan the architect should finish drawing his plan of a house. It
is a moment at which Katie asserts her-saffortance as Stan@equald
partner, and faced with StanOs repudiation with his usual treatment of her as
a Ogood childO, Katie stands against his power with rage explicitly
challenging his status both as architect and husband: she claims his plan is
Orotten badO (72) andbsld be put in the fire, also revealing that their
marriage has not been consummated in three months® marital life. DeevyOs
stage directions throughout the scene feature MichaelOs concertina music
heard from offstage and KatieOs constant act of lookiaghist fire. The
atmosphere throughout the scene is intense, which is created by the offstage
sound of music, KatieOs raging voices on the stage, invocative gestures, and
loss of communication between the characters. When Katie is left alone on
the stage #nce falls, and all that audiences see is KatieOs act of locking
herself in, which is followed by elliptical expressions of her future action

and her will;

(Katie swiftly crosses the room, turns the key in the door, comes back, puts
the key on the manfeéceb and gazes into the fire again. Music comes
nearer. Katie moves, hesitat®sher)

I will . .. 1 will. OGreat deeds were never done by little hearts.O

(Goes to the front door, opens it, goes a little way out. Her hair and skirt
are blown by the with She looks to the left, waves, comes back into the
roombholding the door. Michael Maguire appeyr§73)

This is one of the few scenes in which Katie expresses her will. But her
expression of will here is fragmented. The result is that the reader or
audience cannot easily frame the realm of unspoken will: is this an

expression of her will to destroy her husbandOs rotten plan or seduce
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Michael? Is this an expression of her will to reject the confinement of cold
marital life? Or, is this a will for a setlestruction? What Ogreat deedsO is
she thinking of in her mind?

The following action, in which Katie opens the door and goes Oa
little way out,O indicates that she would have had an enhancing moment of
selfhood with a thought of rebellion (like Nora Rarin SyngeO%he
Shadow of the GIlgén However, instead of dissolving the entangled
impulses, Deevy takes the moment to a further tension demonstrated in a
pause of action in which Katie looks out beyond the performance space
towards a space of potentiallyansformative possibility. Significantly, at
this moment of pause, she is standing at the door, invoking a sense that she
is a threshold (liminal) figure mediating or negotiating the known onstage
place and the unknowable space of future possibilityedsas the external
and the internal.

There is another twist: Deevy absorbs this moment of (un)resolution
into a Otheatrical® performance. Here, Katie assumes a role of wild lover for
Michael, which is met with a rigid and violent reaction of patriarchal
authority. Upon seeing KatieOs flirtation with Michael, Reubevith O
surprising vigour, raises his stick, hits her across the shouldefz9p
DeevyOs deployment of the theatrical in relation to KatieOs fantasy is crucial
to the extent that, while Katie(phantasmatic identification with the
imagined identity is thwarted by the patriarchal power (as nonsensical), she
attains a means to express her agency through the theatrical performance of
identity. For example, when Rueben reveals that he is her lwaldgther,

Katie, overjoyed by the fact, simultaneously covers up the pain caused by
his violence and her illegitimate status by taking part in her imaginative
creation of her OgreatnessO:

KATIE: Well, what was | born for? . . . A great thing, surely @hen
gazing at him, grows tendeE Reuben E my father, . . . you that were
grand and now like this . . . You have trampled the world under your feet!
REUBEN: I0ve told you as a warning . . . RememberBow

KATIE: Oh - youOre a great man! . . . Yousaint'D

REUBEN: Be good now. Be a good wife.

KATIE: Good is it? [Laughs, wildly excitedl 10l be a great woman. 10II
make my own goodness. (81)
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This moment is DeevyOs most conscious creation of female agency and
desire against the patriarchal pow&khile Katie still falters as she
expresses her emotions, it is at the edge of this social materiality of absence
that KatieOs phantasmatic imagination achieves its power. It exposes that her
individuality is constituted by both an active internalisationtred social
fantasy of greatness and deviation from it making a strong claim for her
own way of constructing greatness and her rejection of patriarchal demand
and humiliation, a claim that echoes GraniaOs action efreelhing in
GregoryOsGrania. On theone hand, her fantasy illuminates its social
quality Dit is a production of the subjectOs incorporation of social norms
that prescribe the ideal body or role for women: that is, fantasy as a
production of her subjection to the social terms. On the dthed, it
manifests her deviation, a wilful turn away from Othe real® or norms that
denigrate her stories of self. That is, her phantasmatic construction-of self
images as a saint or a heroic lover is a site whereby she reveals not only her
melancholic abjetion coming from her inability to fulfil such ideality but

also her agency to challenge her status as an obedient wife.

KatieQs fantasy as having a dual force verifies ChengOs
reconceptualisation of internalisation/incorporation, which rescues the
margindised from the static position of lost object excluded from the
meaningmaking process. Cheng argues, Ointernalisation, far from denoting
a condition of surrender, embodies a web of negotiation that expresses
agency as well as abjectionO (2001: 17). Amgviog from this view, Katie
is not only a melancholic object incorporated and retained for the legitimate
seltfimage of the nation but also a melancholic subject who constantly
negotiates with the social terms. KatieOs fantasy is located in the middle of
this process of melancholic negotiations. If this scene ofasi@limation is
resonant with the final scene discussed in the opening part of this section,
KatieOs final subjection to the notion of Ogreat beautyO does not simply
express her surrender. Rathi offers a possibility of Katie surviving the
brutal reality of the external world through her constant and painful
negotiations with the social.

Deevy articulates her criticism on the rigid patriarchal power by
dramatising the male charactersO iitghib understand the power of the
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theatrical or fantasy. For example, in the process of interrogating the nature
of KatieOs flirtation with Michael, Stan utters the word Otheatrical® in order
to chide KatieOs behaviour:

STAN: Very unnecessafoffering drink to Michael.

KATIE: looks at him for a moment then laughs, excBaglanting now to
rouse himbfull of thought that she is Odiffergrii)

STAN: Did you take some of that?

KATIE: Only my lips to his glas®like all true lovers.

STAN: | seeVery romantic. You are not taking part in theatricals. (82)

It is ironical that Stan addresses theatricality in KatieOs expression (action),
not only because Katie has been actually performing the role of MichaelOs
lover but also because he does notausthnd the full weight of the words
he has spoken. While Stan uses the word to flatten KatieOs vital energy, he is
unable to grasp the meaning of KatieOs OdifferenceO that comes from the
power of her own agency achieved by theatrical performance oftidant
fantasy making. Even prior to the conversations begin she feels powerful
because of the sense that she can do things in her owrOshg:is full of
power and joy, delighted with her own way of doing every@i(&iL).

Meanwhile, for Reuben, Katie®gression of her will or agency has

to be punished and humiliated. Reuben says:

REUBEN: turns to Star). IOd give her a flogging. . . SheOll make her own
goodness. What does that mean? . . . SheOs not to be depended on. What
she needs is humiliatio®if she was thoroughly humbled she might begin

to learn. (1155).

In ReubenOs remarks, KatieOs agency is associated with the reductive
understanding of fantasy as nonsensical, or even dangerous as it makes her
too proud of herself. This transforms theanderer Reuben from a
visionary, God figure of redemption that has been another fantasy of Katie,
into a symbol of wrath of the patriarchal nation against a threat to the
domestic/national stability (the return of the repressed).

Amelia also performs the fantasy of identity in a theatrical way. For
example, when Katie asks Amelia for help in desperation, Amelia retreats
into her stereotypical gender role.

KATIE: WeOre going away! He says we nfitis very minuteDthough
| wantto stop here.
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AMELIA: This very minute . . . oh dear . . . WonOt you stay for tea? (120).

The comic effect of AmeliaOs response to KatieOs crisis arises from its
untimeliness. As a quiet, understanding, and obedient single woman who
attends mass eveday, Amelia is the only character who is sympathetic
with Katie and provides a possible role model to Katie. However, the excess
of her teaoffering also provides DeevyOs wry and satirical voice about the
role of women. While Amelia appears at the certireughout the play as a
sympathetic mentor for Katie, she does so in an odd way as though her
existence as a character is achieved through th@a&ang and teaffering.

Thus, a reviewer of thew York TimesNeil Genzlinger, begins his review

of the 2A.3 Mint TheatreOs production of the play by saying, ONot since that
incident at Boston Harbor in 1773 has tea been as central to a dispute as it is
in Katie Roch® (OA Young WomanOs ChoiceMelials disjointed
presence is also delivered through the dpson of her appearancea®

odd little woman of something over fifty, dressed with careful neatness, in
dark thingsba long dark coat and a black hat that not all her care can ever
keep quite straigd (53). Combined with this odlbking appearance,
AmeliaOs act of offering tea seems like DeevyOs conscious and satirical
portrayal of gender roles within a family structure. Amelia is silent, and yet
loud offering tea constantly to the others, which makes her seem obsessed
with tea Because of its exces®meliaOs repeated act of offering tea
increasingly evokes a sense of absurdity or implausibility, which undercuts
the realism of the act and the social convention of the gender role.

DeevyOs drama of melancholia is a powerful diagnosis of the
condition ofthe melancholic other of the Irish community in the 1930s
caused by the migration of the social crisis or antagonism into the
subject At the same time, in her drama, the sense of connectedness with the
other (and the world) is reinforced in an invertedsien: the need of
connectedness becomes visible through her isolation and alienation. If
connectedness indicates a relational belonging to the world, DeevyOs play
shows how the search of belonging might involve the painful processes of
subjection and restance to it, which does not mean loss or failure of

agency.
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Also, DeevyOs dramaturgy externalises KatieOs psychic
disintegration and her struggles to seize agency within the dynamics of
domination and subjection through ellipsis and fragmentation oéssions
whereby the subjective incorporation of social ideality and antagonism
attains its structural form. By externalising the subjective pain into the
characterOs language, the dramaturgy produces a further sense of loss and
dissonance in intersubjeeti relations. However, this formal construction of
melancholia, often in combination with a tone of incompleteness, or lack of
resolution, followed by abrupt changes of mood, allows the tension between
epistemological frame and illegibility of mute suffegs to emerge, which
simultaneously invites the audienceOs speculation and confronts the work of

knowledge to read Katie as a body of text.

Conclusion

The contemporary significance of approaching DeevyOs drama as a
form of melancholic aesthetics lies ithat it requires we shift our
understanding of her work from the binary paradigm of liberation and
subjection. DeevyOs plays undermine the conventional idea that the
liberation of female desire, or the free expression of a subjective will, is
equivalent tdhe achievement of autonomous agency, and thus acquiring the
supreme virtue in itself. DeevyOs protagonists in the plays discussed above
are acutely aware of this as Katie says to Stan, for example, Ol donOt think
we can start fresh. 1 donOt think anyome. WonOt we bring ourselves with
us? (earful) (119). A ghosfree liberation is nowhere possible in DeevyQOs
dramatic world. Rather, DeevyOs drama opens up a space in which the
melancholic incorporation of loss and absence is constitutive of subject
formation functioning as a battlefield where both individual and communal
sense of self is questioned and negotiated.

DeevyOs use of fantasy in the exploration of the young protagonistsO
life conditions is significant as it sheds light on a level of melainehhat
encompasses a communal/national construction of social ideality. That is,
melancholia of the new nation state is delivered through the patriarchal

communityOs excessive mourning of loss of the feminine ideal, which in
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turn functions to exclude dnretain the illegitimate other of the nation.
Moreover, the protagonistsO fantasising of their birth origins that
compensates for their illegitimacy, poverty, and other handicaps is
interwoven, though obliquely, into the new nation stateOs anxiety algbut a
longing for legitimacy. Fantasy as a mediating force between the real and
the unreal, or the pathological and the healthy, enables an examination of
the mirroring relationship between the illegitimate young girlsO anxiety and
the new nation stateOs rietive and violent control over social bodies and
boundaries.

At the centre of the protagonistsO illegitimacy is the absence of
motherhood. Substituted by the phallic mothers, the loss of motherhood in
DeevyOs plays not only reinforce the protagoniptaCelessness and
marginality within the community but also indicate the explicit exclusion of
women from the public life of the nation. The domestic, allegorically
referring to the space of the nation, is controlled by the patriarchal power
that attemptdo fend off any elements threatening to the integrity of the
order. The political implication of DeevyOs plays is manifest in her
interrogation of the multiply damaging process of the discursive creation of
national home that effectively locked up womenthii the patriarchal
structure of containment in the péstiependence Ireland. Christina ReidOs
plays in the following chapter more explicitly illuminate the home space
that is embedded in the social and political structure: the plays portraying
the tradiional family structure of the Protestant community in Northern
Ireland unveil how it functions to nurture citizens conforming to the
dominant ideology in the context of social and political disorder.

Notably, ReidOs plays centre on memories and histifriesthers
while the position of paternity is weakened. The diminished role of the
paternal in the family reflects on the political conditions of Northern Ireland
in which men were exclusively involved in various military and paramilitary
wars and women &re nurturers of home removed from the Northern Irish
stateOs political struggles. Although ReidOs drama does not feature a
frightening patriarchal figure such as Reuben and Peter, the male characters
in her drama are bearers of the Protestant state@svetive values causing
the reproduction of melancholic replacement of social, political struggles
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with domestic and internal struggles. Both Deevy and Reid, from different
cultural, religious, and temporal backgrounds, create images of those
marginalisedby the nation stateOs enforcement for stability and explore
possibilities for them to achieve agency within the system. In so doing, the
dramatists offer for consideration a possibility that an alternative vision of
the feminine and family might be conced of through the performance of

fantasies or personal memories.
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Chapter Three: Christina Reid (1942D2015)
Politicising Domestic Melancholia in Northern Ireland

Speaking from Within

This chapter examines Christina ReidOs-Kresvn playsTea in a
China Cup(1983) andThe Belle of the Belfast Ci({t989), both of which
were premiered in The Lyric Theatre, Belfast. Because of the cultural and
political complexity of the Northern Irishtae and the theatreOs
development in the specific cultural context, some Irish theatre scholars
such as Tom Maguire argue that drama and theatre of Northern Ireland
should be discussed on a separate plane. MaguireOs argument is at large
related to his carern with Oa tendency to regard Northern Irish dramatic
output as a minor chapter in the canon of Irish dramatic literatureO (Maguire
2006: 7). In agreement with MaguireOs point, | nevertheless suggest that an
examination of marginality of womenOs expers in association with
other dramatists under discussion in this thesis may also illuminate the
politico-cultural specificity, the Oideological functions of cultural
representationO in Northern Ireland without falling into a trap of
marginalising certairexperiences in Othe relationship between culture and
conflictO (Maguire 2006: 3). That is, ReidOs drama has long been neglected
even in the writings on Northern Irish drama and theatre. For example,
although her drama explicitly addresses the impact tbhogolitical
conflicts (known as the Troubles) on the individuals, D.E.S. MaxwellOs
1990 article positioned hefea in a China Cums a play that assumes
political wars as background, thus affording its omission from his
discussion of Northern Ireland@sitical drama. Similarly, Maguire offers a
sweeping account about ReidOs drama in his chapter on representations of
women and womenOs drama in the context of political conflicts: that is, he
categorises ReidOs drama as a stereotypical Troubles plapghatriates
Sean 0OCaseyOs model of humanism OQusingO the maternal or outsider figures
for remedy or escape from an engagement with political issues.

My analysis of ReidOs drama, focusing on how she responds to the
issue of marginality in the context obMhern Irish history, challenges such

neglect. Moreover, as the analysis of her plays reveals, the melancholic

! "#(



history of incorporation of womenQOs experiences in Northern Ireland is not
very different from that which women experienced in the other part of
Ireland despite the cultural specificity. Thus, while considering the Oduality
of the Northern lIrish stateO (Maguire 2006: 3), both English and Irish, the
chapter demonstrates how ReidOs vision as Protestant woman encompasses
Irish womenOs experiencesnwdrginalisation from the nationOs public life.
The chapter also contests the idea that Reid exploits humanism as a way of
distancing from the political struggles. Rather, | argue that her drama
complicates the realm of humanism (or the use of the domesticthe
maternal as saviour from politics) through her aesthetic deployment of
loyalist music and performance devices. Tea in a China Cup for
example, the loyalist music, traditionally taken for granted by men in the
public sphere, haunts womenOs mémsoand the domestic ritual of tea
making, registering the domestic as profoundly influenced by political
discourses and outside political performancesThie Belle of the Belfast

City, Reid deploys womenOs performances and songs that unite their life and
exceed the rigid ideology of Loyalism. As such the plays foreground the
limit of such performances (or womenQOs domestic ritual) in the melancholic
social context showing that women are not free from the work of historical
melancholia, the process of (uahscious internalisation of the state
ideologies and antagonisms.

Born in 1942 in a Protestant workiotass family in Belfast,
Christina Reid is one of the leading representative playwrights of the
Northern Irish literary landscape of the final two dexsadf the twentieth
century. Writing in the years when the identity of the Protestant Northern
Irish state was severely contested, Reid constantly tried to challenge the
bigotry bred within the Protestant society that desired to maintain the
sectarianstaus quothrough the masculinist, triumphalist, (para)military
operations against the Catholic others within the society. Brian Singleton
provides a terse account about melancholia of the Protestant working class

in Northern Ireland:

Northern Protestantsee themselves as the chosen few, settlers on
occupied territory, defending their link to the colonial mainland of Britain.
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Protestant working classes have been instilled with the belief that they are
a cut above their Catholic counterparts, when in faey thave more in
common with them economically and socially, if not culturally and
religiously. (2001: 301)

The incorporation of sectarian antagonisms for the phantasmatic possession
of hegemony within the society, thus, marks and marks out melancholia of
the Protestant working class people, which was Omanipulated by political
leaders and by economically powerful [E] by calling on loyalism to
override class divisionsO (Singleton 2011: 161). ReidOs plays, espesially

in a China Cupand The Belle of the &8fast City,delving into the domestic

life in the context of political conflicts in Northern Ireland, demonstrate that
the state ideology of Protestant supremacy was particularly oppressive to
Protestant workinglass women because of its rigidly patriel and
hierarchical ordering of social norms. Within that anxiously defensive and
inward-looking community, ReidOs characters suffer from the inability to
talk about their sense of loss and deprivation because they have been
socialised to be OgoodO Prat¢swomen: goodness characterised by
sacrifice, submission to the political cause, maintenance of an obedient
family unit, and the silencing of personal sufferings and pain for Protestant
respectability.

Exploring how the female protagonistOs vital endsytrapped
within the rhetoric of national sovereign power promoting masculine
heroism and feminine conformity, ReidOs precursors, Gregory and Deevy,
challenged the national melancholia. For both Gregory and Deevy, the
national melancholia derives fromhe desire to achieve a univocal and
controllable society, which propagates the institutional or communal control
over the gendered other. Gregory, for example, explores the theme in the
colonial context through the dramatisation of IrelandOs fictiorell tawn
of Cloon in Spreading the Newwhereby the British magistrate seeks to
categorise the incomprehensible force of the villagersO imagination into a
stereotype of the colonised. While Gregory had a vision of the national ideal
as equivalent to the dufral endeavour of channelling the wild and
melancholic imagination of the Irish town people, her [@agnia brings to

its centre the emergence of public woman who could take over such a task
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by disrupting the melancholic force of male dominated hsoual
bonding. DeevyOs examination of the independent Free State, however,
illuminates the loss of vision that Gregory imagined. The State that DeevyQOs
young protagonists inhabit ifihe King of SpainOs Daughtes well as in
Katie Rocheis unable to accommotia the protagonistsO imagination.
Instead, the forcible control of the Free State appearing in the brutal power
of patriarchy, rather, pursues to tame the protagonistsO dissident energy
resulting in the creation of phantasmatic psychic worlds of their own.
Decades later, this question of communal surveillance over gendered
subjects reappear in CarrOs Midlands plays in which the playwright
examines the generational legacy of the stigmatised and marginalised family
history, delving into the dark enmeshment tfe social and the
psychological.

Likewise, ReidOs exploration of the domestic illuminates how the
Northern stateOs political and ideological purpose of sustainirgjatiues
guois embodied not only in its hateful discourses against outsiders but also
in the familial surveillance and control over the gendered other. Just as
Deevy explored how the natigtateOs melancholia derives from its
fictional fantasy for national purity and authenticity Odevouring® the national
other within the economy of samenedeid also examines how the
Protestant Northern state is melancholic in its anxiety to continue the
Unionist/Loyalist/Protestant supremacy through the injunction of exclusive
identification with the gendered state ideal. In ReidOs plays, the Protestant
communityOs aspiration to loyalty and respectability is constructed as a
Northern Irish version of national melancholia operated by the myth of
unity that elides the class and gender divides within the society. Reid
remarks in an interview how this stateeadogy was internalised and
fostered by those discriminated and disenfranchised men and women in

Protestant communities of Northern Ireland:

People seem to think that all the Protestants are rich and all the Catholics
are poor. But there is a massive Bepant working class who were a
totally loyal workforce because they were told that, if they went on strike,
they would let the Nationalists in. 1tOs a perfect example of divide and rule.
So you had this Loyalist workforce who worked in appalling conditiion

the mills and factories for bad wages. (Qtd. in Delgado 1997: xix)
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For Reid, loyalism is a national ideology that manipulates the Protestant
hegemony through their anxiety about the threat from the Catholic
nationalist other and naturalises social divides through the maintenance of
muted subjects. ReidOs assessment oflofraist menOs hegemony in
relation to their social reality corresponds with Brian SingletonOs assessment
of loyalism as Othe social and cultural processesO in which class boundaries
were elided into an exclusive Protestant supremacy resulting in thimerea

of Oa readynade compliant working class of Protestants that was elevated
because of their religionO (Singleton 2011: 161). The emphasis on the
contested hegemony of loyalist men by Reid and Singleton disrupts the
monolithic mythology of the masculirierotestant state.

The significance of ReidOs plays lies in the challenge to the
underrepresentation of Protestant women in all aspects of cultural and
political life across the islands of Ireland. Especially, the coercive demand
for womenOs sacrifice asidence within Protestant communities made it
impossible to investigate the political and emotional complexities of the
domestic realm. Indeethe social status of Protestant family as backbone of
the State naturalised the erasure of womenOs materifiliares in their
roles of supporting loyalist men and maintaining a traditional Protestant
culture of decency and respectability of the home. According to Sara
McDowell, women in Unionist/Loyalist discourses were expected to
Osupport UlsterOs Loyal Sornse@aining to Othe ideal that (Protestant)
women were primarily dutiful wives and mothers and were secondary to
their husbands who were solely responsible for safeguarding the UnionO
(McDowell 2008: 338). In so doing, Reid deploys the loyalist music and
lyrics as a poignant element of her drama allowing them functional space to
mediate their present life with the past memories. Such loyalist music was
traditionally performed by men in the public sphere celebrating the Unionist
triumphalist ideology and bang women from participation, a symbolic
marker of spatial and ideological division between femininity and
masculinity as well as between Loyalists/Unionists and Republicans. In
ReidOs drama the heavily ideokdagen music, however, gains a meaning
as mehncholic performance that expresses the subjective history of
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internalisation of social and political divisions, while concomitantly
disclosing the paucity of cultural diversity, through which women nurtured
their sensibility and education. The melanchaodituggles of women
towards which the author is never rude or blind but recognises it as a
tradition of womenQOs experiences in the loyalist environments to be both
embraced and challenged.

For Reid, the social function of the family as incubating citizens
compliant with social norms is closely linked to the StateOs militarised
performance of loyalismReidOJ eaand Bellg, thus, expose the extent to
which the social control of the domestic is essential to the operation of the
State by unveiling the melanalic status of loyalist women hidden behind
the fasade of Protestant respectability: the status marking the lost other of
national melancholia. Corresponding with the function of women within
conservative nationalist narratives, the loyalist/unionist tises place
women in the trope of retention for the nattateOs stability (central) and
yet of repression within the backroom of society (excluded).

Approaching ReidOs plays from this perspective, this chapter
explores the ways in which ReidOs plalyallenge the gendered spatial
discourse of the Northern Irish state which has normalised the subjugation
of the domestic and the personal to the Northern StateOs ideal of unity.
Representing how the StateOs etiatwnal ideal of staunch
Unionism/Loyalismis haunted by its neglected and gendered other, ReidOs
plays bring to light the playwrightOs particular sense of feminism. ReidOs
representation of gendered politics is resonant with Susan Moller OkinOs
perception that the continuation of spatial dichot@nables the neglect of
Othe political nature of the family, the relevance of justice in personal life
and, as a consequence, a major part of the inequalities of genderO (Okin
1991: 69). In the plays, Reid therefore blurs the boundary between the
public and the personal by bringing to centre stage the personal experiences
and memories as entangled with institutional and ideological imperatives of
the state. In so doing, Reid offers an insight that Oneither the realm of
domestic life, nor the realm of nalomestic, economic and political life,
can be understood or interpreted in isolation from the otherO (Okin 1991:
77).
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Regarding ReidOs representation of the domestic as deliberately
political, Jozefina Komporaly draws attention to ReidOs contention against
Othe dominant tendenay contemporary Irish drama to Oportray Ireland
through its violenceOO (Komporaly 2004: 68). Komporaly maintains that Oit
is to counteract this practice that [Reid] dwells on the domBsjenerally
involving several generations wiomenband locates men on the periphery,
showing them as incidental to womenOs lives, much as women would often
have been represented in terms of menOs lives until recentlyO (68).
KomporalyOs critical elucidation of ReidOs drama derives from the fact that
the plays, especialljeaandBelle portray the political conflicts during the
era of the Troubles through narrations focusing on womenQs stories and
memories, making visible womenOs struggles thus far veiled by the political
war on the streets.

However, the illumination of the plays solely in terms of womenOs
stories set in the domestic that counteracts violent representations of the
Troubles seems to contribute to the reproduction of the gendered binary of
space, promoting the domestic as feméihumane, private and free from
violent political conflicts of the public men. Rather than Olocated on the
peripheryO of the plays and Oincidental to womenOs livesO, ReidOs male
characters often function as the StateOs subjects by bearing its tladitiona
and conservative values that structure family life and inflict loss and trauma
on womenOQs liveB injury, exile, death, poverty, and the containment of
female body. Moreover, Reid reveals that these -s@ltees are also
ingrained in feminine subjectiyit which is often represented through older
generations. To this extent, the domestic in ReidOs dramatic world is neither
an entirely politicsfree zone nor a simply celebratory space; instead, it is
often a space where state values are articulated, exdjramd contested

among the characters who desire to escape confinement.

Christina Reid as Playwright at the Lyric Theatre, Belfast

The conception of a modern nation as an Oimagined community® has
been widely discussed and accepted by a number of sshaflacultural
studies since Benedict AndersonOs influential 1983 Howkgined
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Communitiesvherein he emphasises the role of social narratives through
which people are collectively identified as a homogenous community. In
Ireland, since the Cultural Rewlism at the turn of the twentieth century,
theatres have occupied a specific role as a place in which people gathered
and identified themselves as the imagined community of nation through
stage representations: the conscious rewriting of Onational nilytiss,
promoting an ideology of common heritage, tradition, and beliefO (Trotter
2001: xi). If the Abbey theatre was established in close association with the
OimaginedO vision of IrelandOs independent -s@tiehood, the Ulster
Group Theatre (1940959),the Northern counterpart of the Abbey, which
took over the early twentiettentury Ulster Literary TheatreOs project of
northern revival, had a thwarted relationship with the term OnationQ: as it
were, the imagined homogeneity of a nation community watestad from
the outset because of Othe duality of the Northern Irish ®dteth Irish
and British (Maguire 2006: 7).

The conflicting aspiration to different national identities, masked by
a religious difference between Protestants and Catholics, dhatie
Northern state as a community in which two different ethnic groups were
Oforced to live togetherO (Doyle 2003: 107), perpetuating communal
division rather than unity. Although both Unionist and Nationalist
communities equally propagated antagonisrgairest each other at the
levels of ideas and individual actions, the economically and politically
powerful Protestant Unionists controlled over the social and political
structure of the Northern State generating Catholic worgiags ghettos.
Moreover, tle Unionist hold over the main cultural institutions meant that
the Oselidentity of the Northern Ireland state was dominated by an
overwhelming unionist political perspectiveO (Pilkington 2001: 167). In this
cultural and political context, the Onatiorthiéxtre in Northern Ireland,
under the sponsorship/censorship of the Council for the Encouragement of
Music and the Arts (CEMA), became instrumental in legitimating the social
divisions rather than investigating the problems ensuring the privileged
relationship of Protestant Unionists with the State.

The establishment by Pearce and Mary OOMalley in 1960 of the
Lyric Players Group Trust, a leading theatre in Northern Ireland over the
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last haltcentury to the present, was a cultural project aspiring to the
creation of performance space that would include diverse voices going
beyond the sectarian division of Northern Ireland. Coinciding with the rise
of a Catholic middle class and the civil rights movement against
discrimination in the late 1960s, the Lyric ddire sought to be Othe
theatrical conscience of a divided societyO (Singleton 2011: 167),
strategically claiming for Oa Yeatsian model of the theatre as existing
outside of immediate political concernsO in order to Oprotect its autonomy
from what was pemived as an albervasive atmosphere of unionist
consensusO (Pilkington 2001: 187). Thus, while avoiding direct control of
the state, the Lyric Theatre contributed greatly to the representation of
Northern IrelandOs sédfentity in a wider context of thiish nation. The
TheatreOs stance of Oindependence politics,® however, functioned in the
1970s Oless as a means of resisting unionist political control, and more as a
way of distancing the increasingly militant politics of workicigss
republicanismO (Rington 2001: 203). Nevertheless, the Lyric TheatreOs
contribution is important because of its conscious inclusiveness: the theatre
encompassed nationalist sekpressions, hitherto disregarded in the
cultural landscape of Ireland, while offering a sp&reinvestigations into
Protestant Unionist hegemony. Stewart Parkgoftsern Starpremiered in

the Lyric Theatre in 1984, for example, remains one of the LyricOs great
plays that contested the Protestant hegemonic masculinities linked tightly
with loyalistsO militant performances on the street such as the Orange
OrderQOs triumphalist marches and paramilitary terror campaigns against the
IRA resurgence.

While public performances on the Lyric TheatreOs stage offered
wider social and political views thatll@aved the seHexpression of
contested national identities of Northern Ireland, the representations of
women did not see substantial advancement: OwomenOs issuesO still
remained absent in the cultural landscape, and the representation of women
and sexualy on the stage was repressed. The marginalisation of women on
the stage was related to the Lyric TheatreOs project -pfesenting
historical moments in Irish history in an attempt to redefine the nration

stateOs identity. As Brian Singleton points aetpe@senting the history of
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significant events in political and revolutionary struggle, of course,
determined a masculinist perspectiveO (Singleton 20118)1@doreover,

the political instability in Northern Ireland following the civil rights
movementm 1968 and 1969 made the representation of nation in theatre a
challenging political issue. Most significantly, as one of the impacts of the
militant political conflicts on the literary landscape the trope of home as
preserving the national security agaitise threat of violent conflicts was
once again emphasised. For example, John BoydOs 197Theldlat,s
produced in the Lyric Theatre, used what Lionel Pilkington calls an
00OCastike formulaO in which Odomestic security and the security of the
stateare mutually dependent and [E] both are threatened by the emergence
of indiscriminate republican paramilitary violenceO (Pilkington 2001: 208).
As a result, sectarian and political divisions in Northern Ireland as pervasive
in the ordinary life were effeiely erased at the expense of women and the
domestic whose security in reality was constantly violated by military and
paramilitary operations.

In this cultural context, the emergence of Christina Reid as a writer
in residence at the Lyric Theatre in8B# is significant in the sense that
she achieved a prominent role in the rddeninated cultural landscape.
Moreover, Reid also wrote plays thatmeesent the OOOCal#ey formulaO
in order to disrupt the romantic portrayal of the domestic as a peesérv
universal humanity. Rewriting the vision that the security of home may help
to transcend the anarchy of the national conflicts, the corpus of ReidOs work
published collectively irChristina Reid: Plays 11997) examines how the
ordinary lives of thernihabitants of home are circumscribed and determined
by the violent military and paramilitary conflicts. ReidOs literary
engagement with the social, political and cultural underpinnings of the
Northern Irish state is extensively demonstrated in the corpherowvork.

The question of sectarian bigotry and reconciliation is explord2idnyou
Hear the One about the Irishmati®rough the dramatisation of the loyalist
and the nationalist families who support the imprisoned sbas; in a
China Cup (1983) andMy Name, Shall | Tell You My Nam&2986)
examine traumas of the First World War and a numbing impact of
Unionism/Loyalism on the younger generation; ReidOs 1989rhaBelle
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of the Belfast Cityexplores the ways in which womenOs multiple
experiences angoices can counteract the rigid and violent narratives of the
political world against the backdrop of the 1985 Anlylsh Agreement;
Joyriders (1986) presents the StateOs futile efforts to retain Catholic
teenagers within the Youth Training Programme; &ndlly, its sequel
Clowns(1996), set on the eve of the IRA ceasefire, deals with the haunting
legacy of the traumatic past, yet exploring the possibility of coming to terms
with it.

However, ReidOs interest does not focus on the victimhood of the
margiralised group of people. Rather, the playwright constantly tackles
social issues such as gender norms, discriminatory sectarianism, entrenched
bigotry and prejudice, constructions of cultural and historical memory, and
class divisions as intimately experoea in the individual life of people and
as constructed at that very individual level through the socially and
politically structural machinery of incorporation and exclusion. Thus, in
ReidOs representation of the tension between the domestic and itwd, polit
which reappropriates a model of OOCasey to whom Reid paid tribute in her
Joyriders (1986) in the form of a play within the pldythe domestic
alienated in the name of national security acquires its visibility through the
charactersO search for agency beyond the StateOs desire to subordinate the

domestic order to the national ideal of unity.

Tea in a China Cup(1983): Fragmentingthe Melancholic Bind of
the Domestic with the State Ideology

This discussion of Christina ReidD=a in a China Cugxamines
the ways in which the playwright engages with the gendering of social life
in Northern Ireland in relation to the contested qaltusupremacy of
Protestant Unionism. The drama is set in Belfast in the home front of Beth
and her family, a Protestant workiestass woman. The drama unfolds the

31 Joyriderd Aegins with a scené which the socially marginaksi group of teenagers
watch Sean @aseyd The Shadow of a Gunmdh923) and discuss the play, and ends
with a scene in which Maureen is killed by accident on the stree¢semed in an
analogous reference to Minnie Pov@ltleath in GCaseyd play.
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family history of three generations spanning a few decades from 1939 to
1972, roughly coinding with BethOs birth and her mother SarahOs death.
The play illuminates the individual charactersO lives and deaths against the
backdrop of historical events such as the two World Wars and the political
conflicts conventionally known as the Troublesdiring so, Reid not only
shows her recognition of the importance of such historical events in the
formation of the Protestant identity in Northern Ireland but also critically
guestions the utopia of communal unity and continuity that is sustained by
collecive attachment with the stateOs militarised ideal, anxiety, or
instability, which in turn fosters the ideal of individual sacrifice in exchange
for the pride of the Protestant community. By examining the individual,
familial conversations, memories, caafs, and prejudices in conjunction
with the historically important events, the play portrays how melancholia of
the domestic is cultivated by the political structure of exclusion pervasive
within the society of Northern Ireland.

Lorraine Dowler has recéwy criticised the gendering aspect of the
nationstateOs hegemonic norms especially in the process of societal
militarisation. She defines militarisation as Oa process that gives rise to a
societal belielsystem that violence and war are appropriate w@ayssolve
conflictsO (Dowler 2012: 491). Dowler maintains that the militarisation of
every day life is Ocentral to the extension of state power into the daily and,
even intimate, interactions of its governed populationO (491), creating
hegemonic narratigwhich construct some experiences as legitimate while
eliding others into a muted realm. Most critically, militarisation as a
malevolent process lurking in our every day life is Oa process perpetuated
and maintained by societyO rather than Oa dictdte sfateO (491).

This paranoic encryption of others in the militarisation process often
takes a form of gendered language, rendering violence as a masculine and
legitimate form of the public arena (sanctioned by the State) and resisting
any pursuit ofdifference, norviolence, and disdentification as feminine.
Moreover, such a process of militarization not only creates unfair standards
for men that aspire to Ohegemonic masculinity® in R. W. ConnellOs terms,
but also militarises womenOs bodies, Dowlgues, as Othey are visible,
invisible or hypewvisible depending on the needs of the sovereignO (494).
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While in the nationalist discourse of Ireland this concept of the militarised
womanOs body is captured in the personification of rstiée as mother
old hag or young woman to be protected, Northern IrelandOs unionist
discourse involves the eclipse of womenOs experiences designating them to
the role of maintaining the home front as peacemakers and backbones of the
community. In both discourses, Ogenttepes function to recreate and
secure womenQOs position as-oombatants and that of men as warriorsO
(Dowler 1998: 160), which influences the pervasive cultural representation
of women in power as a dehumanised, and often highly sexualised, figure.
ReidOs play brings the spatial construction of gender in a time of war
onto the stage through the lens of a young workiags Protestant woman.
A notable aspect of the play is that Reid deftlyergages with the
militarised gender trope by deliberately fagosing and intelinking the
binary distinctions pervasive in Northern Ireland between the Protestant Us
and the Catholic Other, the masculine and the feminine, and the public
commemoration and the personal memories. Exploring these intersections
will bring to light the Protestant communityOs obsessive maintenance of
gender and cultural identity as linked to the communityOs melancholic bind
between loss, denial, and incorporation of loss into the formation of the
communal identity. This melancholic prosess often expressed in the
militaristic, gendered vocabulary of triumphalist commemoration of wars as
in Orange marches (the ethpolitical performances of the Unionists,
which celebrate victory in history and anxiously defend their sense of loss).
The paywright deconstructs the centrality of the masculine public
arena as it relates to the private/domestic in two important ways. First, the
play demonstrates an expanded notion of domestic space in which a
particular sense of belonging in terms of the famé tradition might be
cherished and yet, the melancholic landscape of the community is also
nurtured by the social agentsO participation in the rstio@Os rhetoric of
exclusion in the name of solidarifthe participation that is propelled by
melandolic compliance, that is the introjection of the social norms
protecting one order (loyalism) against all forms of contamination from the
other. The process of the StateOs exclusion leads to the creation of the

subservient subjects who transform loss @bese that something has been

! "$*



lost) into the negation of the other. ReidOs drama shows that, in the case of
the subjects who have been already marginalised, this logic of exclusion and
the introjection of loss and negation turns back into the self inma &b
seltnegation. The selfiegation appears in the female charactersO
transgenerational passing of shame and rejection of body/sexual difference
as causing troubles and frustrations. Second, the play illuminates the
significance of individual memoriessacomplex conduits to the most
private, yet essentially communal unit not only of the family but also of the
Northern Irish state. The StateOs militarised political discourse has been
constitutive of the formation of its citizens as melancholically caampli

with the State norm: melancholically compliant in the sense that citizens
conform to the prescribed norms through the internalisation social
antagonisms, often causing a psychological dejection etleeifl and seif

injury as seen in the female chetexrs of the older generation in the play.
Thus, the staging of individual memories, no matter how personal,
maintains a critical validity: it not only reveals how remembering creates a
socially or politically organised chain of tradition but also how the
possibility for transformation emerges from diversity, or even deviation
from the mainstream space, or act, of remembering.

Premiered at the Lyric Theatre in 1983, the play received favourable
reviews. Ray Rosenfeld in thesh Timescredited the play foits Ofinely
judged, beautifully written scenes with wdilawn charactersO, and
characterised the playwrightOs talent as Oacutely perceptive and gently
voicedO (14 Nov. 1983). Anthony Masters commented about the London
production in 1984 as Omoving arasgionate without ever needing to raise
its voice.O (Qtd. in ReHlansen 1987: 391%ignificantly, the comments by
both Rosenfeld and Masters focus on the playOs gendered quality of voice,
removed from the swell of political violence of the day. Reid@g igl
indeed replete with womenOs talks and narrations bounded to the act of
drinking tea. However, while the stage is fraught with domestic sounds of
chattering and clattering, the very feminised stage is often, and at crucial
moments of the play, surroded by different ofistage sounds emerging
from the Orange marches, peopleOs cheering for military recruitments, and
the disturbance on the street during the year of the Troubles. This
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dramaturgical juxtaposition of the sounds from the divided spheregsbrin
politics closer to domestic realities, revealing Ohow deeply implicated
domestic life is with wider socieconomic structureO (McDonald 2001:

239), and undermines the commentatorsO emphasis on the Ogentled voice of
the play.

Offstage sounds in the plagark the male dominated public events
in the history of Northern Ireland such as the commemoration of the
triumphalist history of William of Orange and the sound of disorder on the
street during the years of the Trouble. In the militarised conflict magsat
in Northern Ireland, these events claim an exclusive importance subjugating
other social issues to the dominant narratives, and masculine values come to
define the State. In the play, Reid places these events out of the sight
(offstage) and brings toentre stage the historically and politically elided
othersbthe centrality of individual citizen membersO sacrifice to the public
events by staging the memories of women as well as exiled, or dead,
individual soldiers who remain as functional elementstlie StateOs
Unionist ideal. The private ritual of memorialising the dead is no longer
subsidiary to the public ritual of commemoration marches: rather, it
challenges the implication of militarisetbmmemoration in the Unionist
politics and the monolithibegemony of masculinity that overrides the class
divisions.

By blurring the distinctive boundaries between outside/offstage and
inside/onstage, Reid also makes visible womenOs talks in the private sphere
as a type of politically constructed discourse, tool the playwright gives
authority that equates with the performative OoutsideO discourse. The
gendered spatial discourse of conflict narratives centres on the present
absence of womenOs experiences and space privileging the key roles of
paramilitary menin the making of nation and history. Eilish Rooney
exposes this absence of women in the conflict narratives as a OprecariousO
one because the invisibility can neither disturb the dominant form of

discourse nor challenge the stereotyped status of women:

For the most part they are an invisible presence. On occasion the female
figure is hailed into prominence and functions in a symbolic way that
neither disturbs the dominant masculinity of these discourses nor questions
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womenOs stereotypical depiction asimi or peacenaker. This precarious
role is also vital as it sustains a narrative fiction that conflicts are gender
free. (Qtd. in GrafMcRae 2016: 5)

ReidOs drama, thus, engages with this precarious location of women as
present absence (the lost other mational melancholia) through the
exposure of the process in which women and their space (the domestic)
becomes ghostly in the utopian attachment with the communal unity. The
public agenda driving the Orange Order is perpetuated in the home
discourses i have introjected and naturalised the loyalist ideology of
individual/communal sacrifice for the political cause as well as Protestant
decency. The home is a site where girls and boys are nurtured to be OgoodO
citizens of the militarised Protestant statzording to the coercive gender
norms: boys grow to be Ogoodd public men and girls to become Ogoodd
wives. The analogy between the public Orange order and private domestic
order is quite apparent. As Joanna Luft points out, O[bJoth orders promote
the staility of the Ulster state by moulding its children into proper
Protestant men and womenO (Luft 1999: 217). Thus for Luft, womenOs
private ritual of tealrinking through which Othe social and political
workings of domestic space and discourseO are exjsoandlogous to the
Orange marches (217): both orders work to sustain the illusionary utopia of
communal unity and continuity which in turn perpetuates the armed and
conservative maintenance of the State. ReidOs exploration of the precarious
position of wanen within the domestic destabilises the StateOs discursive
construction of boundaries between oppositions of the public and the
private. Furthermore, ReidOs investigation of the process in which the
StateOs melancholically compliant subjects participateei construction of
communal discourses brings to light how the subjects are at once effected
by the state power and constitutes such power, a process through which the
dynamics of retentiogetexclusion of loss is regenerated. However, ReidOs
exploraton of the dynamics, rather than regenerating the process, questions
how it can be contested and resisted through the act of revealing the inside
stories.

The conflation of the domestic order and the Orange Order is

established from the playOs very begigrin which BethOs mother Sarah is

! "%#



listening to the Orange bands practicing for the Twelfth march, while dying
of cancer. SarahQOs final wish is to see the Orange march before her death.
Listening to the bands, Sarah says: OltOs the sound of the flutéEbands
always gets the oul Protestant blood going. | tell you, a daily dose of the
True Blue Defenders would do me more good than them hateful
transfusions they give me up at the hospitalO (8). Depicting the extent to
which her whole life has been lived in tbentext of the Loyalist cause and
performances, SarahOs nostalgic attachment to the Protestant blood elides
the hardship that she experienced as a wotgiags Protestant woman.

This nostalgic memory of the pride, however, is reflected with irony
as itis delivered by BethOs mature voice that at once maintains a strong
bond with her mother and challenges the motherOs fervent belief in the
traditional Protestant values. For instance, SarahOs memory of the Twelfth
parade, which has been a communal memdryhe whole family as it
passed down to the next generation through stories, includes the moment at
which then young Sarah was patted on her head by an -clagsr
Orangeman for being Oa backbone of UlsterO (10). SarahOs memory is
testimony to the extend twhich the political and militaristic performance of
Protestant supremacy has acquired the meaning as a communal event of
celebration. BethOs narration, however, opens up the problematic of the
performance: it is essentially a performance of hegemonicutiaisy of
the Orange Order excluding the participation of women, children, and men
Ounfitd for the parade (Singleton 2010:-9)58Nhile the parade is
performed to secure the unity of Protestant Ulster, the performance itself is
a demonstration of thedsions within the Unionist community marked by
gender and class.

Brian Singleton notes how Loyalism is a culturally promoted
process in which Protestant hegemony is proclaimed as uniting the acute
divisions within the State. Singleton states:

What assedd Protestant hegemony most of all, and emboldened the
Protestant lan@dwners and industry leaders were the social and cultural
processes of loyalism, that cut across class boundaries ostensibly, but
because of their exclusivity created a reatyde comphlnt workingclass

of Protestants that was elevated socially because of their religion.
(Singleton 2010: 161)
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SingletonOs critical diagnosis of the militarised masculine performance of
the Orange Order illuminates the historical mgthking processes that
obscure unstable political conditions and suppress threatening voices within
the Protestant community. The taoiscal mythmaking that elides individual
sacrifice with the loyalist cause is symbolically drawn in the play by the
portraits of the family men in uniform hung on the wall of SarahOs living
room. Presenting the loyalist tradition of sacrifice and hortbes; are the
portraits of the grandfather who fought in the Great War and bore a piece of
shrapnel in his legs all his life, SarahOs brother who died in the Second
World War, and SarahOs son, a soldier for the British army, who is now in
exile because ahe political conflicts. To a crucial extent, the portraits of
the men carry the same quality as the Orange marches in the sense that they
represent the maintenance of militaristic past in the form of commemoration
that ossifies into a rigid sectarian idi&n culture and disavows a critical
interrogation.

Reid reveals the underside of this culture of commemoration in the
scene that immediately follows SarahOs memory of the parade by conjuring
the grandfather and SarahOs brother Samuel onto the stagen@adrby
the sounds of the Orange bandOs music, the scene conveys a celebratory
mood of the community as the Protestant boys, including Samuel, are being
recruited for the war. The grandfatherOs pride in the generational service for
the British monarchyno matter how it is uncritically constructed, is so
profound that he is not able to recognise the familyOs grief, which is
revealed again later when he talks about the compensation money after
receiving news of SamuelOs death. As a traumatic loss toniig, e
play reveals how inhumanely the British government treats SamuelOs death,

making an absurdity of Protestant loyalism. Beth speaks to audiences:

Eventually the army sorted out how much Samuel had saved while he was
in France. They added up aliet seven shillingses [the amount Samuel
saved per week] and deducted an amount to cover the cost of the kit heOd
lost on the beaches of Dunkirk. There was no pension. He was not
considered old enough to have any dependent relatives. The Army did
provide, fee of charge, a war grave in a Belfast cemetery. My
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grandmother scrubbed boards in a bakery to pay for the white marble
headstone and surrounde@20-1)

Performed in the years when the Angish Agreement (1985) was being
processed, this reconfiguiat of the erasure of the young Protestant
soldierOs death into a mere official business gains a significant relevance to
the contemporary issues regarding the ironical status of Loyalism as
alienated in the political process and yet asserting the beltekitradition

of Unionism. The official callousness in dealing with SamuelOs death speaks
not only to the ghostliness of the loyalist menOs death for the cause but also
to the framing of the past in political and ideological terms. The official
callousnss is intensified when it echoes SamuelOs wish to be remembered
which he previously expressed in his letter to Sarah. Before death, Samuel is
shown on stage writing a lettein@n army billet somewhere in Frar@e

(14). Although the letter delivers his g¢&i as a Protestant boy, the
brightened stage light on him emphasises the sense of isolation reflecting
his situation removed from his own community and from the grand cause of
the war. Moreover, as Sarah performs the reading while Samuel is writing
(and atthe end the voices of Samuel and Sarah merge into one voice), the
condition of conflicts and isolation is felt more immediate. In other words,
Reid articulates the ghost of the past to make him heard and visible from an
angle different from that of publmommemoration.

Bringing together both Sarah and Samuel on stage has another
crucial significance in relation to the gendering of social life because it
shows the way in which Protestant men and women enter into the social life
according to the separaterglered social code. Immediately following the
news of SamuelOs death, Sarah appears on stage fully pregnant with Beth.
Although Sarah is suffering from her economic hardship and the
carelessness of her husband, she is reluctant to reveal the hardship even
her own mother. In the following scene in which the family women
converse with each other over tea, it becomes clear that SarahOs reluctance
to share her struggles with any one has resides in the traditional Protestant
values that require endurance asitence for the purpose of Protestant
respectability. Grandmother says to eleyearold Beth: ONo matter how
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poor we are, child, we work hard and keep ourselves and our homes clean
and respectableO (25). Resonant with SarahOs scrubbing to pay for the
headstone, cleanliness here is a surface for Protestant pride and
respectability. However, but underneath the guise of respectability is
SarahOs economic hardsBipespectability as constructed ideology serves
to foster muted subjects and hide the classddiwvithin the Protestant
community, showing the stateOs persistently melancholic process of
retentionyetexclusion. The loyalist pride that the family men acquire
through their military services and sacrifice is here linked to the way the
women of the feily sustain their domestic life through the regulatory
frame, whereby the stability of the loyalist Ulster state is promoted. And this
Omoulding [of the] children into proper Protestant men and womenO (Luft
1999: 217), is repeated through generationsead Bramatises through the
link between BethOs entry to domestic life as wife and her brother SammyQOs
entry to militaristic life.

Notably, this link between the separate entry of women and men to
the domestic and the public is constructed on the bagerafered ritual,
that is, parades and tdainking. While the Orange bandOs parades perform
the supremacy of Protestant masculinity with highly militaristic hues, ReidOs
drama introduces another tradition, more feminine, of the Protestant family
the tradtion of having Otea in a china cupO. Possessing Oa bit of fine bone
china and a good table linenO (25) is essentially linked to the Protestant
familyOs pride and respectability, the apotheosis of which is exemplified by
the Belleek china set that Bethga@res through her marriage into a middle
class Protestant family. Throughout the play, the act of drinking tea is
portrayed as a ritual of feminine traditiomderlying womenOs solidarity
and continuity because tea is a substantial medium for caringacwtting
across the generational conflicts between women. Joanna Luft, however,

rightly asserts:

In Tea Reid demands that we engage with her references to tea as
something more than a simple prop or activity to highlight the domesticity
of the play. Rather, Reid constructs tea gestusthat enables us to enter
the playOs realm of signification and red tsocial and political
commentary conducted there. (Luft 1999: 216)
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In LuftOs reading of the play, the feminine ritual ofdeaking carries
distinctivesocial manners deeply rooted in the Northern Irish loyalist belief.
Indeed, throughout the play t&aa dynamic site where a social discourse
becomes visible through the family womenOs conversations often carrying
the hostile, intolerant, and unjust demand for conformity to Protestant
values. Luft maintains that, although the space where women dardnte

talk Ois physically private, the discourse that surrounds it isntirely
social and political one. By insisting on a conformity to traditicadlies in

a language characterised by hostile oppositionality, the discoutsa ahd
china works to ecure the solidarity of UlsterOs Protestant factionO (215).
Analogous to the formal and masculine organisation of the Orange Order,
the domestic discourse propagates the conservative functioning of the State
by attaching to its regulatory ideal of ensuringty performed through the
denial of social divisions and the perpetuation of exclusion.

Through the family membersO vocabulary of grievance, Reid shows
the extent to which the political discourses of exclusion are constitutive of
the domestic order detting attention away from a critical look at the
social impoverishment. The affirmation of values of-sefipect and dignity
as exclusively integral to the Protestant identity revolves around the
constant denegation of the Catholic Other as lacking Inmiesgration and
threatening the Protestant supremacy. In one instance, BethOs aunt Maisie
reveals her hatred towards the Catholic neighbours, TheresaOs family, when
she finds that Theresa, BethOs friend, has a better possibility for education
than Beth Although the real family issue is related to the financial difficulty
ensued by the lack of support by the State, the womenOs talks obscure the
issue by blaming th€atholics about taking education and job opportunities
from the Protestants:

What | want © know is why kids like Theresa Duffy can get their fees
paid to go to a Fenian grammar school, and one of ours has to miss out [. .
... .], the Catholics will beg, borrow and steal the money to get their kids
a fancy education. This countryOll suffer itoin years to come when
well-qualified Catholics start to pour out of our QueenOs University
expecting the top jobs, wantinO a say in the runnin® of the cotiagry. (
31)
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The introjection of the StateOs rhetoric of exclusion within the domestic
order B clearly expressed here, and the anxiety of losing the hegemonic
supremacy is the undercurrent of the bigotry. The pathological aspect of this
introjection emerges from the prospect that the language of grievance is
legislated, without a chance to examihe source of viciousness towards
the social other, in order to maintain the sense of self and belonging, which
in turn fortifies the maintenance of the conservative State norms. In this
malicious circle of cultural identity formation whereby the socihleo is
made ghostly in the sense that they exist only in order to promote the
Protestant supremacy, the individual agents of the community are nurtured
in impoverishment.

In the previous chapter, | examined how Deevy dramatizes the
difficulty experienced by the marginalised female characters in achieving
their sense of agency captured in a crisis of capacity for creating meanings
through language. Disavowed by the strictly hefmtriarchal norms of the
new Free State, DeevyOs protagonisiderés the realm of fantasy in which
they continue to identify with feminine ideals that are prescribed by the
social. Similarly, Reid links the melancholic nurturance of self in
impoverishment to the lack of language for womenQOs sexuality deriving
from the silencing norm of the militarised State. Going through the
formative years of adolescence, Beth struggles to find a source for the
understanding of bodily functions, to which her female elders cannot offer
any proper answers. Beth is educated that babega gift from God to
married womenQOT€a28). When Beth asks Maisie Owhy God gives more
gifts to the Catholics if the Protestants of Ulster were his chosen people,O
Maisie says that Oit [is] because the Catholics [are] greedy. They [are]
always lookingfor something for nothingO (28). Delivered in a mood of
rueful laughs, the inability tengage with the question of sexuality becomes
increasingly hopeless when SarahOs attempt to explain menstruation to Beth
fails with more confusion and embarrassmentoiah mother and daughter.

In SarahOs explanation, female genitalia become OOyou know where you go
to the toilet ... down there,O and menstruation is described as: OWell, once a
month ... you get ... you get ... a drop of blood comes out of thereO (28).

SarahOs attempt to explain menstruation is eclipsed by embarrassing
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euphemisms, and it is immediately replaced by her instruction about the
young girlOs behaviour: O[Y]ou donOt talk to men about that sort of thing,
itOs not nice . . . and another thinghBethen you do get older and maybe

go out with boys ... donOt ever let them do anything thatOs not nice ... O (29).
Here, SarahOs instruction operates on the basis of narrowly constructed
parameters of morality in which the young girlOs behaviour is juadgih

terms of being OniceO or Onot niceO. This discourse of womanhood obscures
female sexuality as shameful, something that also has to be silenced.
WomenOs sexuality as troublesome is delivered by SarahOs response to
BethOs menstruation: OGod help gbild, this is the start of all your
troublesO (30). Resonating with the political troubles in Northern Ireland,
SarahOs initiation of menstruation as womenQOs troubles is suggestive of
womanOs body as a site of political and social struggles, whichs recall
DowlerOs idea how militarised natistate also militarises womanOs body
making it highly visible or invisible according to the StateOs needs. In this
militarised home discourse of womanOs body, the absence of a proper
language to express the female sdityi is replaced with the gender
discourse instilled in the notion of respectable womanhood.

In other words, menstrual blood, marking the limit of Oproper®
Ogoodd subjecthood of Protestant blood, embodies the repetition of failed
and painful experiencef womenOs social entry (humiliation and shame). It
marks the bodily incommensurability of sexual difference whereby the body
becomes an object of domestication in the realm of either illegitimacy or
loss and erasure. With no language for it, as SaraH@&smgufmanifests, the
body becomes a phantom, which in turn speaks to the inheritance of the
female identity that is constructed on denial, prohibition, marginalisation,
loss, and exclusion.

Reid expresses in an interview her discomfort about a female
calusion in sustaining the stateOs traditional value systems. Relalieg to
in a China CupReid states:

ItOs about women generally, and how they uphold traditions and beliefs
which are positively harmful and damaging to themselves, because
theyOve haitl instilled in them that itOs safer to do this, that this is what
women should do, and no matter how unhappy womenQs lives are, they
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tend to recreate the same thing for their daughters; theyOre not truthful to
their daughters. (Qtd. in Foley 2003: 65)

The talks of women about sexuality only participate in the mystification of
womanOs body in the same way as the mystifying process of sectarian
identity. Within this discourse of home, girls are socially regulated to grow

to be OniceO Protestant womenluéigh Butler puts it, Othe girl is Ogirled,O
brought into the domain of language and kinship through the interpellation
of genderO (Butler 1993-8), and this interpellation is reiterated and
reinforced by various authorities. In BethOs home, the eltald members

act as authorities ensuring that the female member of the family is Ogirled®
properly and conforms to the interpellation of the gendered social code.

In the play, one of the Otraditions and beliefs which are positively
harmful and damagingp© women that Reid addresses, appears to be the
Osilencing of the female members of the family unit to safeguard against
shameful revelationsO in Lisa FitzpatrickOs terms (Fitzpatrick 2005: 330).
Beth is brought up to inherit this tradition of Protestamime&n, and the
adolescent girlOs curiosity and questions are continually rebuked. BethOs
grandmother responds to her questions regarding the Protestant values of
keeping silent about the family hardship: OBecause itOs family business and
itOs private. No rttar how hard times are, you donOt let yourself down in
front of the neighboursO (25).

Considering this mystification of the Ofamily businessO in terms of
privacy in relation to the subjugation of the young girls into the fixed social
codes, Lisa Fitzpattk argues that O[tlhe adult BethOs public speech,
therefore, and her revelation of family secrets in her role as the
author/narrator of the drama, are a profound betrayal. They are not only a
betrayal of the family, but of the community as well, revealireggcarefully
constructed facade of respectability to be only a front.O (Fitzpatrick 2005:
330). Ironically, the family business of keeping secret regarding the familial
issues has robbed its members of individuality as Beth says to Theresa: OIOm
scared . . my head is full of other peopleOs memories. | donOt know who |
am...whatlam...O (61). Thus, BethOs act of revealing secrecy is equated

with the questioning the phenomenon of privacy accumulating communal
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memories and traditions which impowdri subjecthood, fragmenting the
conventions of feminine sphere of Northern Ireland.this regard, BethOs

act of keeping just one Belleek teacup and one saucer, while selling the rest
of the set after SarahOs death, symbolises the reclamation of selfhood
Osimultaneously preserv[ing] the culture of her past, yet also fragment[ing]
that tradition, so that it is now incompleteO (Pine 203@).

The Belle of the Belfast City1989) Exceedng Transgenerational
Paralysis

Set in East Belfast in the year of the first anniversary of the Anglo
Irish Agreement (1985)The Belle of the Belfast Citpprtrays the family
life of Dolly, a former Orange music hall star and now a 77 -pé&hr
grandmother. As iffea in a China Cuptheplay spans three generations of
the family: DollyOs daughters Vi and Rose, their cousins Jack and Janet, and
finally Belle, RoseOs illegitimate child (not only fatherless but also
coloured), are featured as main characters. DollyOs beloved husband Joe has
been dead for decades now, and 57-wpééiunmarried Vi is responsible for
running a family business, a corner shop which is not profitable as it is Oin a
side street that the Army has closed to trafficO (182). Jack is involved with
lan PaisleyOs DUP panolitics, leading the OUlster Says NoO rally. Janet
has been married unhappily to a Catholic RUC member, Peter. When the
play begins, Dolly and Vi are expecting Rose, now a journalist based in
England, to arrive in Belfast with Belle, who has never ledrer motherOs
hometown, in order to celebrate the anniversary of JoeOs birthday. As all the
family members gather, the play unfolds the family history, which is
overlapped with the contemporary iss@gmlitical, social and familial.

While DollyOs fanly life has been conditioned by the problems of
the public world and poverty, memories of the family history, mediated by
DollyOs photo album and-eeacted on stage by the charactersQagkmy
largely function to create DollyOs private world as distinat the conflicts

of the public world. Reid states regarding the play in an interview:
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The play comes very much from my backgrodhy grandmother and

my great aunt and my mother and her sisters, you know, Protestant,
respectable Protestant womerthe last. Once the men were d@vhich

was a lot of the time, because the men, when they werenOt in work,
generally were in the pub. So there was a lot of time, with the women and
children together. And they plagcted. (Qtd. in Doyle 1995: 30)

ReidOs statement is suggestive of the pervasive gendered politics of location
in Northern Ireland. Yet ReidOs dramatic world e Belle of the Belfast

City does not only bring to light the material conditions of Protestant
women historically confined tahe subservient role of supporting their
loyalist men. It also dramatises ReidOs interest in exploring to what extent
the individual performance of creativity and imagination, which is often
expressed through the charactersO storytelling, songs, rhychesnamg,

might function as a transformative source to counteract the rigid, political,
and public performance of loyalism. Thus, as crucial as the playwrightOs re
engagement with the conventional divide between the domestic and the
public is ReidOs exphtion of the role of performance within the play in
mediating the domestic and the public.

When The Belle of the Belfast Citwas premiered in the Lyric
Theatre, Belfast, in May 1989, some reviewers expressed their uneasiness
about the use of songs, whited to their scathing critique of the play as
lacking an artistic integrity. For John Keyes, who interprets the play as a
Oleftwing propaganda,O the songs performed in the play are irrelevant to
anything: a mere concomitant of DollyOs former career stage star,
Owithout which the play would be 20 minutes shorter, and none the worse
for thatO (Keyes 1989: 27). Damian Smyth also chastises the playwrightOs
ineffective employment of songs when he accuses her of Oa notable lack of
an ability to pursue eadndividually valid idea to a conclusionO and claims
that this Olack [is] not concealed by resort to song and dance.O Moreover,
according to Smyth, the songs and rhymes OoddlyO function to distance the
play from its various themes (such as national coisflifeminist concerns,
and Othe recognition of religious guiltQ) invoking a Okind of cosy
familiarityO about OtheO Belfast city tlmat@de but news journalists feel
anymore with Belfast; and then only when theyOre stuck in Stockholm or
San MarinoO (Smiyt1989: 42).
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Indeed, the charactersO pdays mediated by songs, rhymes, and
dances are pervasive throughout the play: not only do they erupt at points
where audiences might expect more accessible narratives or comments
about the related events, but thedgo function to frame the whole play as
each Act begins and ends with DollyOs song (although DollyOs
granddaughter Belle takes over the role of singer at the end of the play).
However, since this initial response of the reviewers to the stage
performance academic interpretations of the play have hardly paid any
attention to the formal and thematic use of the songs. Scholars of Irish
drama such as Mary Trotter (2000), Imelda Foley (2003), Jozefina
Komporaly (2004), and Megan Minogue (2013) explore theswaywhich
the playwright politicises the domestic in order to challenge the stateOs
exploitation of domesticity. While the critics focus on how Reid writes the
hitherto unmarked Protestant womenQOs stories into the history of Ireland,
they have not consided the roles of songs and rhymes in relation to the
discursive construction of domesticity as a feminine ideal.

Paradoxically, the hostile reviews by Keyes and Smyth to the use of
songs in the play offer a vantage point from which to consider a dissuptiv
force of the realm that has been contained within the melancholic dynamics
of Oretentioget-exclusionO of the Northern Irish state. In other words, while
the reviewers consider that the deployment of songs and rhymes damages
the playOs formal and theioanhtegrity, they also reveal unwittingly how
the use of songs unsettles the expectation of audiences for more
conventional or accessible narratives of the domestic, disrupting the
identification with the entrenched social dichotomy on the one hand and
revealing the process or the result of social assimilation on the other. As
Simon Firth states, OSongs are not just any old spet&hby putting
words to music, songwriters give them a new sort of resonance and powerQO
(Qtd. in Rolston 1999: 42). A new w®gance and power that the play evokes
using the songs and rhymes (performance in general) is that Reid calls into
question the naturalised gender melancholia in the stateOs injunction to
assimilate and identify with the ideal of communal unity

DollyOs sags signify, at one level, the richness of her life as well as

her humorous personality, powerfully evoking her personal history as wife
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and mother. Throughout the play, Dolly playfully sings and performs often
seeking for individual freedom in the feminimele, contending that
marriage or motherhood for women is not necessarily always stifling.
DollyOs two daughters bear witness to her (transgressive) optimism: she
elopes with Joe Horner a fortnight after they fall in love; in the happy
marital relationshp with Joe she gives birth to Rose at the age of -fumty;

after JoeOs death she is able to keep up with good spirits in her role as
mother to the extent that her daughters claim that there is not a single day
when she is not happy.

DollyOs playful taken the motherhood mediated by her fluidity and
ability to sing/recite her own songs/rhymes marks a stark contrast with
Sarah inTeawho is a passive receiver (limited mobility due to sickness) of
the Twelfth march bandOs music. Sarah asserts while difiegsddnd of
the flute bandsEalways gets the oul Protestant blood going. | tell you, a
daily dose of the True Blue Defenders would do me more good than them
hateful transfusions they give me up at the hospi®#@8). One interesting
dynamics works hereSarah is a passive receiver of the loyalist music
illuminating to what extent she has internalised the loyalist belief with the
effect of selfloss; yet the assertion points to SarahOs active occupation of
the subordinated status by substituting the idédeémale national subject
for her suffering, and the music becomes a medium that conjures up the
Protestant blood of pride from the weakened and ill body. Thus, SarahOs
conventionally suffering and enduring maternal image is always overlapped
by her willul acceptance and perpetuation of relegating womenOs
experiences to the realm of secrecy, invisibility, and silence, which
instigates a trangenerational paralysis of alienatitm.

In a sense, Reid narites the mother image in Northern Ireland and
transbrms the sick, immobilised, and staunch loyalist mother into the

sardonic, playful, and liberal mother who often occupies the stage with

32 Consider how her daughter B&tentry into puberty is upsetting in the motdaughter
relationship when the mother relates BBtmenstruation with the future frustratias if it
becomes a condition of denying oneself and being deSiadhi@® selftransformation of

the ill body into the ideal loyalist subject by attaching with the loyalist songs has another
resonance with Dolkg life and death, considering DdByfluidity as well as her ability to

sing becomes paralyzed by the male national subject (Jack) as she is resuscitated against
her will.
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other family members. The opening scene, for example, overflows with
songs and movements as the characters partigipateéancing and singing
performance in one form or another in the mixed time of past and present:
while Dolly conjures a memory of 1958 and joins in the dance with her
young children, Belle remaininginrOthe present tin@ watches the
performance & if seing an ofterheard story recreatedd (180). This
element of dance is also deployed later in Brian Fri€@scing at
Lughnasa1990) to denote an emotionally explosive moment of the Mundy
sisters who were stuck in the claustrophobic cultural and econsohation

of the 1930s of the Irish Free State. As in the opening sceBellig a
present time adult narrator Michael conjures up the memory of his aunts,
and their bodily performance marks a moment of women exceeding the
limited role for women within té Free StateOs body politic. However, rather
than an expression of freedom or release from the prescribed order of
everyday life, the womenOs bodily performance provides a sense of the
womenOs liminal or split status caught between the self and other. The
narrative technique, the adult MichaelOsimke presence on the side of the
stage, reinforces the idea of the performative moment as both explosive and
controlled by the male narratorOs vidw.

Unlike the narrator Michael working as Oa patriarchal cbntro
mechanismO (Sweeney 2008: 121) by occupying the stage throughout the
play, BelleOs presence, also functioning to introduce and commentate on the
events as well as the characters, does not claim for the omnipresence with
the controlling power. Belle is ha subject of recalling past andepacting
it on stage. She rather partakes in the action of the play as a gnesent
character, actively engaging with the past that are brought on stage by the
former generations: Belle is an active agent who malkegpitbsent out by
engaging with other characters, thus the past, rather than ghostly, gains
liveliness. This absence of an omnipresent narrator (and the partial presence
of the narrator engaging with the past together with other characters) makes
the play dstinguished from other memory plays including ReidOs own play

%3 Bernadette Sweeny states, in relation to the control of the performing body by the male
narrator/author, thafFriel® stagedirections specify grotesque movement, Aegsteria

and crude caricatu@125) For Sweene full discussion of Frié play, seéPerforming

the Body in Irish TheatréPalgrave Macmillan, 2008).
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Teaand later CarrOhe Mai(1994) in which the mature voices of women
narrators control the mood and events of the plays. Notably, although
generational storelling or mythhmaking is centdato The Maigiving full

voices to the female characters of older generations, the stories are
illuminated and framed by the presence of the narrator Millie, who remains
on stage throughout most of the play, similarly to FrielOs Michael. In ReidOs
play, the lack of @ontrolling narrator not only allows each of the characters

to be a storyteller but also provides a less restricted space for singing and
dancing performances. The sense that these bodily performances are
equated with the act of storytelling in the drammamanifest in that which

the performers are also storytellers. For example, immediately after the
singing and dancing performance in the opening scene, Vi and Rose take an
equal position to Belle as narrator when three of them take turns to
introduce the gst story of Dolly to audiences.

Considering this close link between the control/release of narratives
and performanced’ the characters® ability to sing and perform then
becomes equivalent to their claim for the authorship of their own stories and
histaries. ReidOs contemporary playwright Anne Devlin also emphasises the
significance of songs and performances in relation to womenOs struggle for
selfexpression within the context of the ethmationalist conflicts of
Northern Ireland. Set in the Catholicea of West Belfast, DevlinOs
Ourselves Alon¢1987) begins with FriedaOs frustration with the condition
in which she is forced to sing Republican songs. FriedaOs desire to sing her
own song is silenced by her male colleague. While engaging with the playOs
main plot which illuminates an active Republican woman, JosieOs failed
paramilitary action, this short sceneeawacts the difficulty for women to
find linguistic means to express and perform their experiences of the
political conflicts within the dominan ethnenationalist masculine

discourse. FriedaOs physical position at the centre of the club (and the

34In a crucial sense staunch loyalist JackOs avoidasfdmking part in performances (and

his felt humiliation when forced to partake in them) can indicate the contested nature of his
narration (including not only his attachment with the loyalist discourse but also his anger
driven rehearsed public speech).

]
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theatre) further highlights the alienated and othered position of women in
the narratives (central but excluded).

Bill Rolston notes the inadequacy @&garding at a superficial level
the Republican and Loyalist songs as mirroring each other because such
abstraction ignores Othe structural context of colonialism and inequalityO in
Northern Ireland where Othe domination of unionism and the suppression of
nationalismO was historically naturalised. (Rolston 1999: 36). However,
Rolston emphasises that, though differently, the songs of each tradition have
Ocontribute[d] to the perpetuation of their respective ideologiesO in the way
of confirming group identityand Ocreating and reinforcing a sense of
community in the face of apparently overwhelming oddsO (36, 42). Thus,
DevlinOs opening scene speaks to the reality (though confined to the
Republican community) in which the voices of minor group are silenced in
the name of the communal or ethnationalist ideal.

Rolston observes in his analysis of loyalist songs that many ordinary
unionists used songs to articulate their ideology, which made the terms
similar between Opopular expressions of ideology in loyaligissand the
representation of loyalist ideology by political expertsO (45). Given the
dominant loyalist ideologies that make Oa sharp distinction between male
and female spheres,O emphasising the centrality of marriage to family life
and naturalising wonm©s supporting role within the domestic sphere (Sales
1997: 65), the paucity of loyalist songs articulating womenQOs experiences
within society at large points to Othe male smeanopoly over the public
sphere rolesO (Maguire 2006: 99). FriedaOs predican@mtselves Alone
demonstrates the similar conditions on the Republican side. Indeed, one of
the republican women whom Loraine Dowler interviewed addresses this
point: OThere are a couple of songs about women but most of them are
about the men. It is abkitely desperate it is, the bold Fenian men. What of
the bold Feniawomer?O (Dowler 1998: 170).

Megan Minogue notes that Northern IrelandOs Geeged religious
traditions, Catholic and Protestant alike, have shaped the roles and
structures of both thpublic and private lives of men and womenO (2013:
203). Imelda Foley puts this reciprocity between nationalism and loyalism
more forcibly: OThe formerOs dictate of the place of women in the home is
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replicated by the latterOs espousal of loyalty to the ofieUlster. The
challenge to the relegation of women as literal and cultural servants is a
challenge to the hegemony of church and state and, more importantly in
Northern Ireland, to deeply held senses of history and tradition on both sides
of religious dvideO (Foley 2003: 24). Foley further maintains that in
Northern Ireland Oit was not a lack of feminist consciousness but a fear of
voicing that hidden consciousness that has ensured the slow progress of
gender equality in the twentieth centuryO (25). MFaey significantly
points out here is that voices about womenOs issues (i.e. different voices)
have often been equated with a threat to the social stability, which made
womenOs movements crossing political and sectarian divides sporadic and
shortlived, if not Osystematically and effectively quashed by opposing
political hierarchiesO (25).

Given this context, ReidOs strategy to make the stage flow with
womenOs songs and dances can be understood as an act not of merely
celebrating the domestic as separfitbm the violent public world but of
giving the hitherto muted realm voices and movements that are not
contained within narrow dimensions of physical space women inherited.
Moreover, as FriedaOs case displays, to be able to sing her own song is
closely Inked to the act of resisting (or affirming) a given idenBtyhich
is often associated with gender roles.

The transgressive nature of DollyOs songs becomes more notable
when they are juxtaposed with the dialogues of other characters, providing
both mo&ery and commentary on what is happening on stage. In one
instance, by reciting loudly OHoly Mary Mother of God/ Pray for me and
Tommy Todd/ For heOs a Fenian and IOm a Prod/ Holy Mary Mother of
God,0 Dolly simply drives Jack the loyalist politician intdrage. This
recitation, however, is DollyOs jeering joke at JackOs old and blunt
sectarianism expressed in his bigoted ideas against Peter, JanetOs Catholic
husband who is also an RUC member, which goes: OA Catholic policeman!
ItOs the like of him whoOvudfiltrated the Royal Ulster Constabulary.
Corrupted the force into fighting against us instead of standing alongside us
as theyOve always doneO (185).
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Similarly, Dolly sings Ol am safe in the arms of JesusO as an oblique
but acute response to JackOssgstiee reliance on religion which he uses to
impose his own moral values on others. In the scene where Vi asks Jack to
persuade Davyp deaf, a mental age of ten, and JackOs adBinet to
participate in the rally as it is dangerous for him and it alsaieghis
mother, Jack replies to Vi saying that OGod works in mysterious ways . . .
God will look after himO (190). This religious clichZ, however, obscures
reality in which Davy and his mother struggled to overcome his disability.
Besides, it highlightghe singleminded and callous compulsion of his
political discourse which urges the sameness of every loyal man and woman
under the leading political organisation. Faced with ViOs insistence, Jack
explodes: OEvery loyal man, woman and child must takieetstteets to
show the British government they will never defeat us. Never! Never!
Never!O (190). While it is an explicit reminder of lan PaisleyOs famous
statement in the 1985 ralfy JackOs outburst betrays the nature of his public
speech, which he prensly claimed to be done in a controlled and
conscious manneP ONever speak without knowing exactly what youOre
going to sayO (186). JackOs positioning of himself as a careful political
speakem and when he is conscious, his movements are aksty Cardul
and controlle®® (182)P is constantly undermined by his uncontrolled
exclamations carrying his hysterical and excessive emotions of anger.

Moreover, unlike his own portrait of himself, ReidOs treatment of
Jack delivered through stage directions fenamiand even infantilises him.

For example, in the opening scene which begins with the emphasis on
womenOs sense of generational connection, fluidity, and creativity expressed
through the participation in performances, in that memory performance,
Jack, everas a child, refuses to Odress up or join in the love and laughter
that envelops the girlsO (179). JackOs rejecticsupgosedly feminine
capacities for connection ironically leads to his behaviours that imitate

% QWhere do the terrorists operate from? From the Irish Republic! Where do the terrorists
return to for sanctuary? To the Irish Republic! And yet Mrs Thatcher tells us that that
Republic must have some say in our Province. We say Never! Never! Never!®l¢ive

Lee A. SmitheyUnionists, Loyalists, and Conflict Transformation in Northern Ireland
Oxford University Press, 2011, 141).
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negative femininitytriggered by DollyOskes, for instance)Jack recoils,0
OJack angrily walks back to tseopO (185)DJack is almost in tears with
anger and humiliation®(219). This dramaturgical treatment of Jack
highlights the ambiguity of a notion of femininigwhether it is acquired
through a series of performance of identity. Moreover, JackOs overtly
misogynistic and stereotypical view on women delivers an odd resonance:
for example, when he says, OWomen! ThatOs always been a trouble with this
house. Women having secrets, whisperingssiping® (193), the blame is
partially directed on to himself as he both performs and denies femininity.
Indeed, it is Jack himself who has a secret scheme to sell the family shop to
the dubious English man, Tom and to use it as Oa shop outlet for their
propagandaO of the National Front (227), causing literally Oa trouble with
the house®. This overlapped dramatisation of effeminate Jack and his
shadowy business involving violence challenges the idea of a state agent as
the modern enlightened man who emilesdand upholds the political body

of state unity or harmony.

Clearly, Reid exposes through the characterisation of Jack her
purpose to dramatise the hypocrisy of political rhetoric and its exclusionary
practices. Brian Singleton points out that the I®stafireoccupation with
sameness derives from their Ofear not only of the Oother® side or political
affiliation, but fear of the other within oneOs own community, a fear that
there might be more than one singular narrativeO which is also underwritten
in ther promotion of Oone masculinityO (Singleton 2011: 17). ReidOs
understanding of loyalist practices as the struggle for masculine supremacy
is matched with SingletonOs observation of loyalism as the struggle for a
single narrative that regards the otherhasatbthe object to exclude from
the nationOs narrative. As Singleton maintains, in Northern Ireland there
were campaigns led by lan Paisley in the late 1970s and the 1980s Onot only
against Catholics for their smalled heretical beliefs but also agaitisose
he considered a danger to the compulsory and OnativeO heterosexuality of the
settler society of UnionistsO (17). Within this context, ReidOs
characterisation of Jack as setnsciously upholding rational masculinity
and yet often slipping into efminate behaviour deftly reveals the oddity of

the exclusive loyalist narratives. This ironic masculine hegemony, according
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to Singleton, does not only originate from loyalist menOs OimaginedO
hegemonic status in the sense that it is based on the notirotestant
supremacy whilst their social and economic status has nothing to do with
the hegemonic power. The ironic nature of masculine hegemony is also the
legacy of Northern IrelandOs colonial history in which the conflation of
different mentalities ofoyalist men, the frontier mentality and the siege
mentality, has contested the practices of OpureO masculinity in the
performance of loyalism. Significantly, the rally Jack organises against the
British government is a heightened expression of this deatdseegemony

of loyalist menb hegemonic masculinity transformed into the protest
masculinity Oagainst the British politicians for abandoning themO (Singleton
2011, 161).

This question of ironic masculinity is summed up in JackOs rehearsed
speech for theally: OWe are at war with the British government, . . . We
will never submit to the conspiracy of the Angish Agreement. Fight the
good fight. Rejoice in your strength. But beware of complacency. For
therein lies weakness. And weakness may be seducehlat other great
conspiracyDthe corruption and perfidy of RomeO (241). While the contour
of JackOs speech is a reminder of PaisleyOs speech in his 1985 rally, its
monotony is driven by his Cyclopean animosity and the phantasmal belief
in power. Besidg, JackOs fear of effeminate lapse, as in the case of Jack the
Scalp in DeevyQs Search of Valoyris transformed into the fanatic horror
of degradation that female sexuality might bring about: OGuard our women.
.. Lest they succumb to the insidiousl ¢wat festers and grows in our land.
The phallic worship of priests in scarlet and gold. The pagan rites of black
nuns. Sisters of satan. Sisters of sin. Defilers of manOs. Guard your mother.
Guard your daughters. Guard your sisters and wives. And magod us
lest we weaken and yield to Unholy DesireO (242). While revealing his
protest against both the corruption of Catholic Church and the politics of the
British government, JackOs speech feminises Catholicism by equating it with
womenOs moral weakseand at the same time, it exposes the extent to
which loyalist masculine identity is played out on womanOs body and
sexuality. Furthermore, by putting the stage direction which relates JackOs
speech to a sexual performarf2®[E] by the end of the speette is in the



state of masturbatory ecstasyZ32) Bthe playwright removes the mask of
rationality from the political speech Jack aspires to, revealing what has been
hidden behind the mask: sexual insecurity.

Reid also introduces the link between sexunslecurity and the
political life in the scenes where JackOs desire to control and possess JanetOs
body is highlighted. In one scene, Janet is situated centre stage between Jack
and Peter, her husband, and both men claim their love for her. In the
process,Janet reveals her unconsummated fifteen yearsO marital life and the
fact that she married Peter because Ohe was everything [Jack] was not.
Quiet. Gentle. KindO (210). Mysteriously conflating, or even confusing,
JackOs violent control and PeterOs Ogeetiaion of her body through
their dialogues performed in the manner of liturgy, Janet draws a link
between the two menOs desires for her as sister and wife, asserting: OA devil
and a saint are the same thing. Afraid of women. Afraid we will tempt you.
Afraid we wonOt. They say there are no women in Ireland. Only mothers
and sisters and wivesO (209). While Jack and Peter act as personification
of certain value systemB Jack as a loyalist politician and Peter as a
Catholic missionary who joined RUC foeg@ce and reconciliatioB both
men attain their Oauthoritative public bodiesO (Landes 1998: 148) by
stoically separating them from instinct. By exhibiting their superiority to the
somatic relations, they turn their bodies into the location of abstract valu
system®ultimately a paradoxical position of what Dorinda Outram calls Oa
body which [is] also a nehodyO (Qtd. in Landes: 149).

Another occasion where DollyOs song is prominent features the
memory of smuggling goods from Dublin through the chegiat in the
year of 1959. Here, DollyOs song and dance, performed together with Vi,
Rose, and Janet, contest the forceful process of seach. DollyOs story
suggests a violent nature of body search: OFor a minute | thought he was
considerinO takin® us off the train for a body search. They took my cousin
Annie off the train one time. Made her take all her clothes off. Every stich.
Mortified she was. Particularly when they found the two bottles of whiskey
anO the hundred John Players sheOd hid in her knickersCB¢g02n
Aretxaga argues in an article Ostrip searches as part of a colonial history
which produced the Irish body as an etbdisfeminised, inferior bodyO
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(Aretxaga 2001: 6). Strip searches are a gendered form of political
domination that is used to inflict Oa political and psychological woundO on
rebels: following AretxagaOs expression, it is a OtechnologyO of the
domineering pwer to control rebellious bodies, Oa fantasy screen of
detached objectivity in the management of bodies that masks a desire for
total control, gjouissancethat wildly exceeds the calculated rationality of
punishmentO (Aretxaga 2001: 1, 6). Although #usne of the customs
checkpoint is set in the late 1950s, theereactment of the memory in the
present time of the late 1980s implicates the unfinished colonial history of
Northern Ireland, which the play indicates through the appearance of a
British cusoms officer. The scene also invokes the issue of the feminised
body of imprisoned IRA men, or more specifically in this context, strip
searches carried on women prisoners in the 1980s.

The point here, however, is the pervasiveness of such extreme
violence on OordinaryO bodi®sProtestant bodies, unarmed but hiding
sausages, whisky and cigarettes. The female characters transform this
precarious moment into a delightful dance performahatinvolves the act
of revealing smuggled goods. This expression of joy, together with DollyOs
humorous manner of telling the story of strip search, uncannily matches
with the vulnerable condition of life in Northern Ireland in which the
exposure to vi@nce in everyday life and its normalisation take place in
imbrication. Belle has a vantage point as an outsider to see through the

process:

| wasnOt frightened by the bomb scare, but | was frightened by their
complacency, by their irritated acceptancatthtOs a normal part of
everyday life, like being searched before entering the shops. The situation
has existed for so long now that the people have come to accept the
abnormal as normal. Armed soldiers in suburban streets. Armed police in
armoured carsAn acceptable level of violence. (213)
At the same time, the performances demonstrate the female charactersO
potential to transgress the borders (in both geographical and cultural sense)
that function to contain womanOs body in a specific location. @imialé
transgression acquires its meaning as it resists the coercive power of the

state discourses conferring the privegalm identities on women. Hannah
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Arendt identifies this privateealm with the irresistible, constative, and
uncreative condition ofrebodiment Owhere no beginning and no end exist
and where all natural things swing in changeless, deathless, repetitionO
(Arendt 1958: 96). ReidOs characterisation of female transgression through
creative stonytelling, songs, and performances, then, caacts ArendtOs
notion of privaterealm identities and asserts that OOthe private realm is
where the new action isQ, in so far as the unmasking of structures of female
subordination is concernedO (Dietz 1991: 245). However, Reid does so in a
way to complicie some feministsO elevation of womenOs space,
reproductive nature, and traditional activities.

The play discloses from its beginning that DollyOs-ciaifned
independent choice for happy marriage, expressed in her first songs, has
been compromised: Dgllhad to quit her career as a musical dancer leading
to dependency on her husband Joe, and it is not Dolly but Vi who has been
responsible for sustaining the family li2Vi had to sacrifice her school
education for the support of running the family shépd indeed, Dolly on
stage is mostly preoccupied with nothing but looking at the family album
and recalling the past experiences. To this extent, DollyOs sense of freedom
POl was never a housewifeO (1B)closely intertwined with her very ©in
activity,® and her sakéspect or maturity is measured only in terms of role
given to her within the specific locatidas wife and mother. Thus, DollyOs
songs can be acknowledged at some points as affirmation of her feminine
identity, but only within the lim&d scope that the playwright allows for her.

In other words, DollyOs maternal power of unifying the family, or her
humanitarian ability to see past the stigma of illegitimacy embodied in
BelleOs skin colour, or her emotional strength to embrace JanetOs
extramarital relationship, remains absolutely bound to her individual family
unit Das Dolly says to Belle: OWell, | can tell you all about the family. But
as for Ireland, 10ve lived here all my life and | still canOt make head nor tail
of it. Better leave tht to them clever professors at your universityO (194).
DollyOs seltlaimed ignorance of the politics of Ireland is potentially ironic
considering its symbolic centrality to the nation state. Moreover, her willing
separation of her private world from thpolitical world of the outside
reveals the extent to which the spatial politics has cultivated the gendered
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idea of home where women are left to OchatO over tea about their Opersonal®
views about their world.

Reid shows that a tradition of East Belfas of songs, rhymes,
stories and recitations, while it redeems womenOs capacities for connection
through performance, is embedded in the social and political context of
Northern Ireland. The social quality of performance, for example, is
manifest in a mment when the estranged relationship between the cousins
Vi and Jack is reconciled through a singing performance, initiated by their
innocent and intimate childhood memdfyThe lyrics of the song, which
depict the explicit sectarian hatred celebrating Bretestant flute and
musicOs resilient survival against the playerOs betrayal, are far from the two
performersO gesture of reconciliation. And their performance illuminates
that childrenOs songs are not immune from the political structure of society:
hene the innocence of the private realm (as pure anepobiical) is not to
be easily assumed. The adult lBaepresented by the established ideas of
the singers, for instance, in JackOs bigotry and ViOs unquestioning faith in
loyalismbhas been constrted through such songs.

In many ways, as Tom Maguire argu&bge Belle of the Belfast City
may be considered to present Oa 4stagding tradition within Troubles
dramasO in the sense that the play elevates the domestic realm as having
humanist values afaring, peacéoving, and individual freedom against the
stateOs dogmatic rhetoric and violence (Maguire 2006: 112)1Bhsed
on the division of between the personal/domestic and the political/public,
the play links the political to JackOs fanatidfaitloyalism. By associating
JackOs political activities with gangsterism through RoseOs arguments that
OJack is a gangster,0 the playwright tends -tegdinate the basis of
loyalist violence as ultimately damaging and suggest that the hegemony of
loyalist men is deeply unstable. Reid astutely relates the poverty of the
family to the stateOs exploitation of the workitags loyalty: the family
owned little shop is hardly operating because the streets are closed off due

% This temporary moment of reunion is broken by the laughter of Dolly who has been
looking at the photo, taken by young Rp®f young Vi and Jack singing the same song.
Jack3 immediate reaction to the awkward moment of braéeasur®is to blameGlyO

Rose in the old time for interrupting the performance by taking the photo. This episode
repeats Jadk oscillation betweethe shame of effiminate masculinity and the aggression
towards women.

! "&



to the ongoing political struggs, and Jack is planning to sell the shop for
the dubious purpose of the National Front. Furthermore, RoseOs equation of
JackOs political activity with gangsterism reveals how loyalist masculinity
has been configured in the absence of a discourse of ¢lasdegendered
power relations, through emotions and violeceDangry masculinityO to
follow SingletonOs terms (2010: 18P)which eventually usurps the
feminine space of home: after Dolly has a stroke, the home space comes to
be sold to and controlled/la National Front OpoliticianO who wants to use it
as a base for their conservative political activities.

ReidOs characterisation of the mother role through Dolly and Vi who
emphasise the family solidarity opposed to the public violdh&cking
interesgs in any public issues (Dolly) or lacking the ability to see through
what is hidden behind loyalist activities (\B)presents another vein of the
tradition of Troubles drama, demonstrating what Maguire asserts: OThis
figuration of the mother role [E] isstripped of any political insight or
analysis in order to serve as the vehicle for the assertildrecdl humanist
valuesagainst the doctrines which are presented as the source of the
division within the societyO (Maguire 2006: 104). Moreover, the dautsi
(Belle) is Oused to offer alternative perspecti@h® embodied expression
of resistance (young, black, and Engligh)JackOs Oloyalism as the product
of false consciousnessO (Maguire 2006: 151, 154). For Maguire, ReidOs play
follows this tradition of Troubles dramas which emphasises the
consequences of violenéewhich Maguire regards as the legacy of Sean
0OcCaseyOs Dublin trilody relying on established stereotypes (stage
Orangeman and stage motherhoBdlaguire argues that such accounts are
rerdered Othe most apoliticalO as they decontextualise political issues,
attempting to Oseek to identify the human cost of [violence] and therefore to

assume the broadly humanitarian perspective that no cause is worth causing

87 Discussing @aseyd Dublin trilogy, Shakir Mustafa argues th@h his iconoclastic
representations of past events, ... and in his insistence that the only possible outcome of
political activity is indiscriminate violence. By presenting nationalists as pretenders
destructive to self and others@asey does not allow them to make their case adequately
or persuasively, and he thus denies Irish nationalism a narrative sequetioeallsa

politics becomes a peripheral activity in his plays, since it fails to contribute positively to
the lives of his characters. As an incoherent, destructive, and irrelevant narrative,
nationalism in the Dublin trilogy lacks justification and legigicyO(Mustafa 200096).



suffering of this kindO (165). Mertheless, it can be argued that at the core

of the play lies ReidOs attempt to engage with the stereotypes at work in
society and in literature of Northern Ireland, challenging the figuration of
Ogender tropes whereby women appear frail, vulnerablédenmine the
protector Oonly® of their immediate private spaces of the homeO (Dowler
1998: 163).

Reid contends this gendered figuration of womanOs role by depicting
the charactersO differing perspectives on life and the resulting conflicts of
generations, eloring the site where the status quo is produced and
nurtured and seeking for the possibility of overcoming the-hsetining
culture of violence (notably through the characterisation of Janet). Rather
than being OusedO to offer an alternative perspegtveen are shown to
struggle to find their voices, constantly transgressing the boundaries that
delimit their movements and revealing that the body of the stateOs subjects is
not a Oneutral® one but Oa body already invested with the meanings of sexual
differenceO (Aretxaga 2000: 7). And the meaning of the sexed and gendered
subjects is constituted, as Butler notes, Odramatically and contingently
through sustained social performances which take place in the context of the
regulatory conventions and norms doamt in societyO (Butler 1990: 33).

In resisting the regulatory norms, ReidOs play uses this aspect of social
performance of the nornB8rather than women as su€hwhich identifies
womenOs location with the domestic.

Rather than a mere reproduction bé tconditions of womenOs life,
the play offers a critique of those conditions, which is achieved, as Maguire
argues, by locating the outsider as an alternative. The voices of critique
come from Rose and Belle. Although it might as well look like an eady an
convenient solution, the position of Rose and Belle is a consciously wrought
one to interrupt the established identity politics of Northern Ireland which
forced onenesBoperating on the insistence on one race, one faith, one flag,
one crown, and one mative. Arendt identifies a conscious pariah position
with Oa privileged site from which one can secure the distance necessary for
independent critique, action, and judgement® (Honig 1998: 119). Thus,
Rose criticises and unmasks the loyalist paramilitaopinection with

English nationalist activities; Belle identifies the absurdity of naturalised
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violence and understands DollyOs wish to choose her death as linked to
individual choice and freedom. Both of them are capable of embracing and
communicating withothersbRose for Janet and Belle for Davy.

However, in ReidOs drama this position of outsider is not always
seamlessly privileged. It is instead constantly contested as in ViOs dispute
over RoseOs position: OItOs all very fine and easy livinO in boxdon
makin® noble decisions about whatOs right and whatOs wrong about how we
live here . . . YouOve been on your travels since you were seventeen. You
donOt even talk like us any more. TalkOs cheap. And itOs easy to be brave
when youOve somewhere safe twr199). Moreover, BelleOs position of
outsider is explicitly categorised and reduced by Jack into illegitimate child
born outside Northern Ireland; and her bodily visibility is marked by
invisibility in society as represented by JackOs constant refusaéectly
engaging with conversations with her. Thus, in ReidOs play, the status of
outsider theorised by Arendt is closely linked to precarity of melancholic
others of society where their voices are subsumed and their visibility is
displaced by the workgs of dominant ideology. The elegy of Belle over
the death of OtheO Belfast city at the end of the play can be seen as a critique
of the stifling discourses of loyalist identity politics that make the city a

living dead with no future possibilities.

O the bricks they will bleed and the rain it will weep
And the damp Lagan fog lull the city to sleep

[tOs to hell with the future and live on the past

May the Lord in His mercy be kind to Belfast. (250).

Despite the difficulty of envisioning a different future, Reid presents an
authorial hope and demand that Northern Irish society embrace differences
in order to overcome the entrenched division and hatred. By giving the last
song of the play to Belle, di¢ same time, the playwright affirms the role of
the fragmented identity position in the creation of narratives that overcome
the single narrative of loyalism: a constant retelling of traumatic stories of
the Troubles not to consolidate an identity agaarsither but to expose

manifold experiences of pain and abjection in a way that challenges and
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refuses the rigid and myopic policies of the Unionist state of Northern
Ireland.

Conclusion

Reid expressed in various interviews her refusal of being attached
any kind of OlabelO. In a 2002 interview with Imelda Foley, Reid answers
FoleyOs question about Oa feminist stanceO in some of her plays: Ol am very
wary of labels in general aritDs not particularly to do with feminism. | was
brought up with a set dabel€ (Foley: 2003: 60). This statement certainly
echoes her earlier affirmation of label/polititee art demonstrated in her
statement (1983): Ol think labels diminish good art. | donOt make political
statements, | present words and images that ane topinterpretationO (Qtd.
in Roll-Hansen 1987: 394). It seems that ReidOs statement mirrors the
aesthetic tendency of her contemporary Northern Irish playwrights to avoid
directly addressing the Troubles. More significantly, ReidOs wary avoidance
of beirg labelled reflects Northern Irish social conditions in which
traditional and conservative forms of gender prevail and, according to Linda
Racioppi and Katherine OOSullivan See, Othe generally conservative
political ideology of wunionism leaves little spacéor feminist
reconstructions of unionist identity and politicsO (Racioppi and See 2000:
22). ReidOs statement also indicates a female writerOs anxiety about writing
OwomenOs storiesO in a society where womenQs stories regarding women are
hardly received &yond restricting and accusing polemics of feminism or
sexism. Caroline Williams states in relation to this plight that women
dramatists have often faced: OOne of the difficulties ... is that we are so used
to menOs images of men, and menOs images of wontiea stage, that a
play written by a woman is regularly criticised for not complying with these
normsO (Qtd. in OODwyer 2000: 238). Riana OODwyer extends WilliamsOs
critical comments into the issue of authenticity: that is, critics and audiences
have beome so accustomed to these OnormativeO images that Othe

representation created by a female playwright [has] not always [been]
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experienced as authenticO (OODwyer 2000: %2380DwyerOs critical
observation of the cultural reception of womenOs drama iesliche
persistent omission and loss of women in the representational field marking
the paradoxical position of the lost other as present absence, and vice versa,
in the melancholic narratives of nation.

Despite the playwrightOs reluctance to be Olabafiel@minist or
political writer, ReidOs plays reveal the political and cultural significance of
illuminating the melancholic incorporation of the domestic into the
hegemonic ideal within the militarised society. Many scholars of cultural
studies on Nohtern Irish conflicts (Racioppi and OOSullivan See 2001;
McDowell 2008; GraffMcRae 2016) argue that the elision of non
hegemonic gender in the conflict narratives of the Troubles continues to
prevail in Northern Ireland. McDowell, for instance, conten@s the post
conflict commemoration of paramilitary men reproduces militant
masculinity of the past. The ideological rivalry between Loyalism and
Republicanism reconstitutes the process of memorialisation as a OwarO of
cultural memory as they still compdte the territorial and social control of
the State. For McDowell, Othis control is inherently patriarchal and is
inexorably tied both to male solidarity and male competitivenessO and
reproduces Othe war time gender order/regimeO (340). The contemgorary ac
of remembering in Northern Ireland then highlights the present predicament
of the State caught by the reiterated past, continuing to deny loss by means
of wilful elision of it into the ideal of communal solidarity.

If the history of the Northern confli€ has yet to be confronted in the
public act of remembering, ReidO=a in a China CupndThe Belle of the
Belfast Citythat engage with the Troubles acquire a significance in their
relevance to the contemporary gender selective act of public memory. By
rewriting and retelling the historical moments of Northern Ireland from the
marginalised groupOs perspective, Reid brings to centre stage the memories
and narratives of the domestic that were incorporatedairdiscursive and

38 Mary Trotter sums up the difficulty Irish women playwrights fa@aeatre by an@bout
women remains ghett@d to the point where some women playwrights shun the term
GeministO - or even deminined - in descriptions of theirwork for fear of such
marginaization. In Ireland, feminist playwrights find themselves on the margin of a theatre
on the margin®(Trotter 2000(a): 16%).
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structural construction of s@l hierarchy.Both of the plays deploy the
female charactersO flashbacks to illuminate specific moments of Irish history
of wars and conflicts, which have been traditionally a site of masculine
narratives in cultural representations. In these playsgdahenunal ideal is
sustained by the collective and exclusive identification with the public,
triumphalist memory of certain historical moments. Moreover, Reid reveals,
on the one hand, how the domestic discourses, combined with traditional
Protestant valueseproduce the exclusive communal identity and memory
and function to mould OproperlyO gendered subjects of the State. On the
other hand, Reid reconstructs the realm of domestic through diverse songs
and performances of female members of the family aogvsthow such
vitality has been lost in the public performances of paramilitary
commemoration and violence. Through the portrayal of the domestic as
both transgressive and collusive, Reid defothes convention of conflict
narratives that centres on the &aewnic paramilitary masculinity and
regards the domestic as free from politics. In doing so, she challenges the
perpetuation of the militarised communityOs erosion of genderedaather
demands the public recognition of the melancholic erosion of the iother
the national narratives. Chapter Four moves to the cultural narratives of
family in the Republic of Ireland, which Marina Carr reimagines and
dramatises in her Midlands plays, disruptively questioning the legacy of
traditional notion of home and revewj the conditions of existence of those
haunted by traumatic histories in the era of modern progress named as

Celtic Tiger.



Chapter Four: Marina Carr (1964 -)
The Uncanny Midlands

Reengaging with the Midlands Plays

O6//1?The Mai J"**%K%Portia Coughlan J"**'K9!620!By the Bog of
the Cats... J"™**)K!6/8!.D482!26G80!6?!N10=6207?!<=6>7?!4.384;8/!E14;!;8/!
=648/ <=6 Raftery’s Hill! J#+++K!62Uriell J#++#KBet in the literally
Omidand® of contemporary Irelarid,the plays present the rural
community, characterised by its Oisolation and inwardnessO as a depiction of
Ireland that Othe Celtic Tiger would seem to have left far behind® (Murphy
2006: 390). CarrOs Midlands plays were produced at large during the era of
the Celtic Tiger when the natiomas aspiring to economic, political and
cultural discourses of growth/advance: a time when people longed in a self
conscious manner to forget and avoid backward looking gazes for promises
of the future as has been much interrogated and critiqued by isclodla
Irish studies. The plays revisit the realm that the progress has left behind:
the legacies of history that continually haunt the characters and arrest them
from the pull of the future.

In his assessment of the years of economic success defined as
OtelandOs speed revolution,O Michael Cronin critiques the relentless speed
of the period as urging Othe repudiation of the past and [E] loud claims for
the futureO (Cronin 2002: 61, 65). With the eraOs unprecedented economic
boom, late twentietaentury Irédand clearly marked a time when the
nationOs setfonsciousness worked to move forward to the promises of
liberal modernisation. The newly found national confidence through various
legislations that spoke for the democratic change of political and cultural
landscape altered the cultural imaginary of nation as embracing
multicultural differences rather than caught by -predern, insular
stagnation that had characterised Ireland up until the 1980s since the
foundation of the Irish Free State in 1922. HowesasrPeadar Kirby points

out this newly invented Ireland was characterised by Oa great gap between
39 Most of CarrOs Midlands plays are set in Othe presentd time exBeptMaiset in

1979 and 1980. The OpresentO is implicated in this memoryheayl§) because the
stories are inflected by the memories of the narrator (living in the year of 1993) Millie.
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rhetoric and realityO (2002: 34). He maintains that arp@athsive rhetoric

of multiculturalism cloaks the emergence of an ugly racism, a continuing
intolerance of the Travelling community [E] Similarly, a rhetoric of social
inclusion masks growing relative poverty and economic inequalityQ (34).
Moreover, the revelations about the historical cruelty and abuse of women
and children in churehun Laundries, grhanages, and Industrial Schools
retraced repetitive issues of public denial and refusal to acknowledge social
realities, accelerating the nationOs desire to forget the old Ireland. This
Celtic Tiger phenomenon, then, operated on the conflicting dynarhics o
confidence for a linear progress and resistance to facing psychological
anxiety generated by the persistent appearance of the past and the hidden
side of national prosperity characterised by deprivation.

This chapter explores how CarrOs drama responds to these cultural
changes of Ireland, focusing particularly ®he Mai, Portia Coughlarand
By the Bog of the CatsBogether known as CarrOs Midlands trilogy, which
has achieved a canonical status in copiary Irish drama. The chapter
offers a reengagement with the plays drawing on the critical concept of
melancholia. Melancholia is particularly constructive for CarrOs trilogy
because she dramatises the guggchological instability of the characters
living, or failing to live, in melancholic modes of dereliction: they are
trapped in the repetitive cycle of familial history in which they reiterate the
denial of self, culminating in the protagonistsGaestruction. Melancholia
as a concept is concernadth the aggressive denial of loss, which helps
towards understanding of CarrOs presentation of intense attachment with
loss and absence on the margin of the modern progress as a way of
imagining an alternative view of belonging and connection to the vaodd
challenging the cultural logic of (anti)nostalgic positivism in Celtic Tiger
Ireland.

Melancholia also offers a critical insight into CarrOs deconstruction
of traditional norms of home regarded as grounding our sense of identity as
well as genre cadrence, that is, OrealistO drama set in the domestic. Carr
does so by foregrounding the mystical Midlands landscape where loss is
preserved in a form of inassimilable alterity and is repeatedly performed
through the characters® engagement or desire famctwporation of the
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very inassimilable. The unhomely, haunting nature of the Midlands
landscape and legacy at once anchors and disrupts the charactersO sense of
home/self; the characters, through their constant attachment with it,
reconfigure the landspa into a space for melancholic performance of
haunting and being haunted. That is, the g#gchological instability of
the characters invades the outside landscape as much as the Midlands
landscape invades the inside space of home and characters. Tt mu
crossings between the inner and outer landscape ultimately threaten the
purported reality and coherence of time, space, and identity. The
protagonistsO constant crossings of boundaries between the past and the
present, the inside and the outside, liieg and the dead, the subject and
the object are characteristic of melancholia in which spetmaporal
configuration is continually postponed. In melancholia, the spatial border
between the subjective/internaljective/external is ambivalently
compounded and confused through the melancholic substitution of the lost
object for the ego. The time of melancholia is also bebéading as the
event of loss in the past is brought to the present, making the present empty,
and the future is cut off. In Carrdama the Midlands is, to a crucial extent,
the spatial representation of melancholic time in which melancholic subjects
desire for the future (death) that only promises the eternal return of the same
(the confusion between life and death). And yet, theldnds is also,
though paradoxically, is a space where incalculability of the future can be
imagined in a way of embracing the protagonistsO sense -bklwmying
and placelessness.

This melancholic performance of crossing boundaries is exteriorised
in the formal disintegration of linear borders of time and plot structure of
the plays as imThe Maiand Portia Coughlan The formal structure of the
plays prohibits the future of finalitgnd closing by resurrecting the dead for
a further engagement with the past. The melancholic structure ultimately
transforms the MidlandsO realist/ontological home/genre into an uncanny
and Ohaunted® mode of stage in which the confusion of real and ghost
figures dislocate realness of the physicality of home (walls, windows, or
doors, which defines home as a bounded and Osafed space) and corporeality

of living body as home of ontology. Through this aesthetic mode of the
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uncanny, CarrOs drama materialisesdynamics of presence and absence
on stage, or what Butler calls Ointelligibilie capacity to be recognised

as subject, or possibility for a lived life, and OforeclosBr® problem of
unrealisable life or the policing of (gendered) lives thiougprmative
violence in the process of subject formation. (1999: xxiii, 24). Through the
critical and aesthetic act of melancholising, Carr presents a way in which
what is performed and visible on stage (participation) can be understood by
reference to whas foreclosed from performance (rparticipation). In so
doing, she invites us to reconsider what possibilities of a community we are
envisioning: the meaning of opening up possibilities in the process of social
changes for people who repeat Oimpos3ibife within a larger cycle of time
and history.

A number of feminist approaches to CarrOs Midlands drama
illuminate the cultural baggage women have endured and explore the issue
of the protagonistsO suicide. For some scholars, their death is defeat. For
example, Fiona Becket considers that PortiaOslestifuction (like The
MaiOs death) silences her Oresisting voicesO (Becket 199Bre@kgn
Rose Hancock argues that the Onihilistic ending [of the plays] is
disappointing and exposes CarrOs own cuityaini the cycle of repetition
and motheblamingO (2005: 24). For both scholars, CarrOs engagement with
matrilineal legacy of wound and patriarchal authority is not satisfactorily
resolved: rather the female characters are given little possibility tevach
independence or creativity Owithin the confines of CarrOs playsO (Hancock
2005: 24) Moderating the scathing feminist view on CarrOs drama, Melissa
Sihra suggests offers another reading that focuses on the precarious
conditions of the protagonists@ licharacterised in terms of Ocontinuing
decayO (2009: 173). In that demthife condition, the protagonistsO
Oliberating awareness of the inevitability of deathO (173) provides them with
an experience of freedor8imilarly, Cathy Leeney regards the agonistsO
final acts of committing suicide as theifin@l resistance [to] the
impossibility of lifeO (2004: 158). Margaret Maxwell also considers their
suicide to be a Oproactive choiceO that Oprovides an escape frorira death
lifeO (2007: 416).
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Kelly Marsh suggests Oa third possibilityO of interpreting their death,
which Ois neither defeat nor triumph but serves to illustrate the frightening
continuity between life and death, the inaccessibility of finalityO (2011:
129). MarshOs ontmgic approach tthe plays describes the protagonistsO
condition of abjection as deriving from their sense of Ooverliving,® which is
closely linked to the fate of tragic heroes in traditional plays of tragedy.
From this perspective, the plays obliquely subvert the cororentof
Opatriarchal tragedyO (Wallace 2000: 87), conferring on the protagonists a
position of tragic heroes, rather than simply marking CarrOs Oculpability in
the cycle of repetitionO to follow HancockOs terms above.

While these critical engagements imtgyate to what extent CarrOs
dramatic involvement challenges the conditions of the marginalised and
offers a potential possibility for the achievement of agency, they have not
provided a fully discursive space in which to examine CarrOs way of
bringing tolight the characters® melancholic OdisoBir®incorporation
of loss into the world of sel®in order to disintegrate traditionally fixed
notions of Irish identity, gendered roles within home, and possibilities of the
outside world for the marginaliddigures as well as of liberation from the
legacy of historical wound. How can people who sense themselves as the
OleftoverO of historical process and suffer from the inability to move on
negotiate with antagonisms of the external world as well as thenatt
dilemma and conflicts raging from within?

| argue throughout the chapter that CarrOs Midlands drama
interrogates melancholia of the marginalised group of people and
reconfigures the failure of overcoming the mourning process (or of freeing
oneself fom the constraining cyclicality of established orders) in the
aesthetic adventure of dramatic performance as politically and culturally
meaningful. In so doing, | examine the ways in which Carr rewrites
pathology of individual characterOs melancholiariferoto illuminate the
uncontainable nature of the past, or loss, that exceeds the modern nationOs
desire to forget and exclude uncomfortable elements of the modern progress
of Celtic Tiger Ireland.

Emilie Pine suggests that (anti)nostalgia is a distiactultural
phenomenon of contemporary Ireland, in which a distortion of the past
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experiences through the work of forgetting and remembering has become a
formative element of IrelandOs remembrance culture. (2043). 7
Melancholia of the remembrance cu#us manifest in its desire to fixate

and consume the past as the knowable and accessible by muting the
historically disturbing elements of the nation and by denying histories of
those hidden behind the established white, masculine, Catholic identity of
the nation. As the analysis of the plays will demonstrate, Carr exposes the
unstable base of the melancholic attachment to the past and loss as a way of
compensating for a sense of insecurity and placelessness of the present life

as well as for the unknowabfuturity.

Reconsidering CarrOs Incorporation of Dramatic Traditions

While CarrOs earlier plays such_as in the Dark(1989), This Love
Thing (1990), andJllaloo (1991) present subversive and satirical challenges
against traditional gender roles mgithe experimental dramaturgy, her
Midlands plays adopt the more conventional style of mainstream Irish
theatre: these plays deploy the strategies of realist tragedy foregrounding the
onto-psychological struggles of the characters in the recognisableageag
and setting in the Irish landscape. The stylistic shift in CarrOs drama brought
her a national and international success that saw continuous productions of
her plays both on the national and international stages across the Unites
States and Europe: like her earlier plays that were produced in fringe
venues, almost all her Midlands plays reached the Peathekai, Portia
Coughlan or the main stage of the AbbeBy(the Bog of CatsE, Arigl
with the exception oOn RafteryOs HiWhich premiered athe Town Hall
Theatre, Galway. CarrOs more recent plays suoasan and Scarecrow
(The Royal Court Theatre, London 2006he Cordelia DreanfThe Royal
Shakespeare Company 2008), atarble (The Abbey 2009) share with her
Midlands plays a sense of losedapsychological stasis. However, these
plays do not foreground the specific locale of the Irish Midlands in specific
time, leaning rather towards the surrealist mode (despite a linear

development of the plot inMarble) in dealing with questions of
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relationships, hope and failure, or life and death in the contemporary milieu
of the world. Despite a Osignificant shift in style and formO as Sihra
observes, OCarrOs thematic explorations display a strongly organic
development from play to playO (2007: 206). &ample, CurtainOs story

of the unnamed man and womanLiow in the Darkcontinues to appear in

her Midlands plays and later plays in Orealms of alienation and emotional
aporiaO (29) reconfigured in the characters of Robert and The NIhgin

Mai, or Benand Catherine iMarble. | suggest that CarrOs Midlands plays,
although anchoring on geographical specificity mostly exposed by the
landscape and language with strong accents of the Midlands, are located in
this authorOs artistic Odevelopmentd in which she constantly enneeshes th
subjective, existential sense of loss or inability to articulate experiences in
society, whether in rural or city scape that is unable to adequately
accommodate expressions of living.

The success that the Midlands plays brought to Carr was significant,
providing her with resounding fame that few women playwrights of the
Abbey had achieved since Gregory. Certainly, the critical and commercial
success of CarrOs engagement with rural Ireland largely drawing on the
mimetic strategy of realist tragedy is rekable considering SingletonOs
observation that Oa largely realistic form and rural subjects did not reflect
the experience of the young people coming of age in the 1990s0 (Singleton
2010: 7). Moreover, as Singleton remarks, in the 1990s the Otheatrical
innovationO by new amateur companies such as Blue Raincoat, Fishamble
and Pan Pan was increasingly growing and aspiring to the experimental
forms that Owere namalistic, and often highly physical, and approached
texts with a corporeal irreverenceO (6yvas Tom Kilroy who observed the
impact of social changes on the forms of Irish drama. Writing in 1992, he
argued that, as a consequence of IrelandOs urbanisation in the late twentieth
century, FrielOdranslationsand MurphyO®ailegangaire marked the
culmination of Irish peasant play as Othe most durable of all Irish theatrical
genres,O which began Oto finally exhaust the formO (Qtd. in Morash and
Richards 2013: 117).

While CarrOs success testifies to the resilient continuation of
dramatic traditions on he national stages, herintegration into the
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mainstream theatre and her return to the rural setting in the exploration of
Irishness caused some critical anxiety. As seen above, much of feminist
criticism on CarrOs Midlands plays was anxiously concernedGaittOs
dramatisation of female agency, pointing to how CarrOs acceptance of the
dramatic traditions might be problematic from the perspective of certain
brands of feminism. As Clare Wallace notes, O[ffrom the perspective of
positive,politically aggressie feminism, CarrOs work might be said to have
developed in amegative sense veering from a playful satirical feminism to
grim patriarchal tragedy@000: 87). In a different vein, Victor Merriman
compares CarrOs drama to her contemporary Martin McDonpigly€)s
criticising both of them for serving the taste of a neocolonial elite through
Ostaging Ireland as a benighted dystopia,0 and offering Oa kind of
voyeuristic aperture on the antics of white trashO and revealing rural Ireland
and culture as best lefbehind (Merriman 2006: 278). MerrimanOs
criticism emerges at large from the disparity between Irish theatreOs location
in the macrostructure of global production and consumption and what it
stages for international bourgeois middlass audiences.

Thowgh potent, MerrimanOs attempt to view both Carr and
McDonagh within the same framework has been challenged by various
theatre scholars. For example, Lionel Pilkington considers: Ofar from
confirming and celebrating the bourgeois conventions of the audnce
CarrOs plays suggest that Oit is exactly these conventions that need to be
challenged insofar as they tend to conceal, simplify and distort the more
complex realities of desire and repressionO (Pilkington 2010: 76). Thus, for
Pilkington, CarrOs playsffégr from McDonaghOs drama that presents rural
Ireland as best Oto be abandoned, and quickly,O offering Oa sequence of
actions and characters that appear bizarre, exotic, violent, comically
entertaining andd crucially Dwithout any ethical framework of ¢ir ownO
(Pilkington 2010: 7@1).*° Although Pilkington did not directly take on

“?patrick Lonergan suggestsoweverthat the difficulty of interpretig McDonagl@ plays

derives to some extent from critésttempts to frame his works within national discourses
which lead to the failure to s€postmodern pastickn his drama (Lonergan 2010: 124).

For Lonergan, McDonagh plays should thus be seen beydhe categories of authenticity

and inauthenticity because representing authentic Ireland is not his aim: his plays are rather
Gelf-evidently inauthenti® (111) using the familiar landscapes of the local only as a
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MerrimanQOs criticism on CarrOs drama, his recognition of CarrOs plays as
challenging the working of modernisation process confronts MerrimanOs
view that Carr exploits the stagfeshness for middlelass global audiences.

Audience receptions of CarrOs plays reveal that her work illuminates
the global modernisation as a process that involves not only the work of
forgetting but also the attachment to the nostalgic past. For éxaaifer
the 2001 Pittsburgh premiere of Marina CarFostia Coughlan an
audience member complained about the play as Opositively disgusting.O The
critique continued: OThe Irish may drink and swear and fight but surely not
as they were portrayed in tipday (if thatOs what you call it). My kind of
Irish are not interested in such trashO (Sihra 2005: 180). This comment
brings together the central issues surrounding the notion of stage Irishman
and raises some questions about how Othe politics of idemidy
authenticity are predicated upon the dynamic of exclusionO (Sihra 2005:
181). The audienceOs response also epitomises the selective work of
forgetting and remembering in global theatres: Irishness could be
remembered and staged as OotherO (stageaimshmt it should be
OauthenticO, which in this case indicates a nostalgic version of Irishness, thus
transforming the nationOs cultural identity into the realm of romantic other.
What the patron desires to exclude and forget is the represented Omorbidity®
of Ireland which Carr expresses through the protagonistOs terrifying
rejection of her role as mother/wife and her destructive (incestuous)
attachment to the dead twin brother. Given the disturbing revelation of the
abuse of the church and state powethim 1990s, however, the audienceOs
attachment to Ohis kind of IrishO raises a question whether the social and
institutional desire of excluding and silencing Othe undesirableO has not been
deepening the social malady.

The audienceOs reaction thus shows @awOs drama disrupts the

collective identification with the idealised Irishness and unmasks the

L L L L L |
marker to help international audien@amderstanding of the plots of his plays. In this
regard, the locations where his plays are set should be considered on a different plane from,
for instance, Caé Midlands which is a site where Carr challenges both Irish national and
nationalist discouess that have transformed the female body into a symbdieohation

and gendering globaksion in which gender is presented in limited ways {185).
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process of exclusion in the formation of shared identity through the

experiences of theatre performances. As Sihra notes,

Each one of CarrOs plays explcieveals the rupture or increasing void
created by the diminished authorities of church, family and state in Ireland.
While CarrOs theatre may privilege the remote, the rural, the local and the
mythic, her vision is fundamentally recalcitrant to ahist@ribucolic and
romantic representations of Irishness, most specifically in terms of
landscape/place, language, the family, patriarchy and the Irish women
and/or mother figure. (2005: 181)
CarrOs incorporation of traditional dramaturgy, from this perspective, is a
strategic mode, rather than a mere exploitation of established genre, in
which to engage with the negative double of the modern nation that it firmly
believes is buried in the rert®o pastb the ghosts haunting the modern
community and nation just like those infon CarrOs plays/stages manifesting
their presence in various forms.
| suggest that this strategic mode isni@lancholisethe existing

genre. As Jonathan Flatly defines, winerd melancholising:

?@338?4714;64! G8=62-;.=>1G13;4! 2.4 [@?4! A8! 6! G..0! ?4648! 124. E;1-;!
.28! D6==?9! /I E;1-;! 08?-8207?! .2! .28! =1S8! A60! E864;8/F! R2748609!
G8=62-;.=1?712311?17.G84;123!.28!0.8?\!=.23123!D./!=.?4!=.B8?9!A/..0123!
.B8/16A?824! .A[8-4?!620! -;6238@B2B1/.2G824?9! /8D=8-4123! .2! @2G84!
08?1/8?9! 620! =1238/123! .2! 8B824?! D/.G! 4;8! <6?4F! R4! 1?! 6! </6-41-8! 4;64!
G13;49!12!D6-49!</.0@-8!14?!.E2!S120!.D!S2.E=8038F!J5=64=B>I#++)\I#K
That is, the lens afelancholisingoroposes that CarrOs reengagement with
tradiional dramaturgy is an active and passionate participation in, rather
than a total refusal of, mainstream theatre in order to challenge a hegemonic
vision of identity by unsettling audiencesO subjective/collective attachment
to various cultural stereotypeglying on the borders of femininity and
masculinity, bodies and nesodies, or the living and the dead. The
unsettling of various borders, characteristic of symptoms of melancholia,
turns CarrOs apparent realist drama to the performative aesthetics of
medancholic uncanny. That is, the melancholic confusion of borders of time,
space, and identity enables the performance of disclosure of, or engagement
with, alterity of the modern nation: alterity that the audience above defined
through the word Otrash,O isth ironically indicates the existence of

abjected body, of inassimilable elements of society that cannot be



incorporated into the cultural and political play of identifications. As we
will see in the section below, CarrOs Midlands is a cultural, geogaiphi
and metaphorical embodiment not only of the melancholic negotiations
between conflicting forces and desires of possessing (incorporating) and
being possessed (incorporated), but also of the melancholic unsettling of
any fixed notions of identity, asatr relates the space to ambivalence and
instability manifest in a characterOs description of the Midlands bog,
Oalways shiftin® and changin® and coddinO the &yetideiBog of CatsE
(1998: 267).

The Midlands in Context

Locating the female subjeésalienation in the dysfunctional family
of rural communities geographically located in the Gamdd of modern
Ireland, CarrOs plays engage with the issues of peripherality and centrality in
the contemporary context of Ireland. Dealing with the naties@blished
symbolic realm of homdand, Carr delves into the psyche of national power
that has invested in colonialismOs violations, thus repeating the patterns of
domination. Geraldine MoaneOs psysboial approach to the production of
marginalised grop identities in the postcolonial natistate points to this
reiteration of historical patterns in the Irish context:

Colonialism is a welbdeveloped system of domination, with clear
mechanisms of control which maintain the status quo. Thecotstial
state itself is thus a system of domination in which positions of power
vacated by colonisers are occupied by the native elites. It is thus
predictable that a posblonial state would perpetuated pattern of
inequality and marginalisation, and it is likellgat a postolonial state
would also be vulnerable to domination by outside forces [E] the
pressures to renact dominator patterns of history come both from our
own historical legacy and from contemporary global forces which combine
to push us toward aagh in which we recreate the patterns of domination
reminiscent of colonial domination. (Moane 2002: 112)

Translating FanonOs view on a postcolonial stateOs precarious maintenance
of colonialstatus quadnto the Irish context, MoaneOs assessment of sariou
cultural and social symptoms of historical legacy illuminates the ways in

which postcolonial melancholia consists in the reiteration of a dominant and
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punitive form of power, which both constrains and enters into the subjects.
While also recognising diéfrent forms of resistance to the continuing
patterns of domination, Moane argues for a forum for developing Onew
visions which can open the imagination to new forms of social relations
which are not based on domination and subordination® (122). For Moane,
this new process can emerge with the acknowledgement with the
psychological patterns concomitant to the social developments.

Similarly, Brian Singleton notes how the economic success in the

late twentiethcentury Ireland correlates with social failure:

[Flor the majority of the population the Celtic Tiger economy was a
complete myth. Forced out into sprawling suburban housing schemes with
few or no amenities and not possessing the skills for this nevalksa
knowledge economy, a growing population ofsatinnected and
disaffected youth was spawned and fuelled by a violent drink and drugs
culture. Growing up in the 1990s for this section of the population the
national imaginary did not exist and the mwyiiaking of the economists
for them was not reality@ipgleton 2010: 15)
The nationOs identity fractured by both the unresolved legacy and the
repeating patterns of deprivation resulted in the-aaitflicting vision for
the future: the embrace of the other but resistance to a radical
transformation. The anifestation of such anxious conflicts is evident in the
results of the 2004 referendum on the constitutional right to citizenship by
birth in which the majority of voters (almost 80%) agreed to the amendment
of the Constitution. The fear of unpredictalitansformation in the re
negotiation of the national identity generated by the influx of immigrants
appears here as resistance to the foreign existence in the notion of national

identity. Claire Bracken points to this so powerfully:

Nationality is imagind in this constitutional amendment in traditional
terms; alterity is abjected outside national borders with a view to
maintaining homogeneity and sameness. Futurity, as unknowable
possibility, is literally rejected hereO (Bracken 2016: 6)

What thesecritics of Irish studies share in common is a resistance to the
drive of defining the national prosperity in terms of dominant discourses of

growth and to the global urge to move forward.
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In this chapter, | argue that CarrOs drama challenges the collective
drive for success and prosperity, speaking ttecessary process to engage
with those outside discourses and histories in order to open up possibilities
of rewriting the Irish identityitat moves beyond the practices of territorial
boundary making. More specifically, | argue that Cardfsatic world
features what Lib Taylor calls the Ounhomely stageO (Taylor 2006: 206). On
CarrOs unhomely stagehet rural community ® conventionally, an
embodiment of the nationOs selhge imagined as an orderly and coherent
wholebis profoundly destabilised by unruly violence, transgression, desire,
loss and pain. Its purpose, however, instead of offering a way of escape
from it, is to respond in diffent ways to a diminished and fragmented
sense of self as well as the sense of connectedness and belonging to the
world. Indeed, CarrOs drama does not provide any easy sense of escape,
liberation, or redemption. The possibility for change and transformagio
locked up in the cyclical space and time; the individual capacity for
rationality continues to be haunted by the nocturnal memories and ghosts.

At this point the midlands as setting for hybrid identities becomes
crucial. The Midlands depict the unhelp home that embraces
placelessness of the protagonists and represent the centrality of the
marginalised to a possibility of imagining an alternative Irishness. Carr
describes the centrality of the Midlands to her plays through her personal
experiences. Bwing on the MidlandsO wild elements, which she
characterises as Othe open spaces, the quicksand, the biting wind, the bog

rosemary,O Carr goes on to say:

| find myself constantly there at night: lights off, head on the pillow and
once again I0m in thidlands, IOm wrestling, talking, laughing, reeling at
the nocturnal traffic that place throws up. Now | think itOs no accident itOs
called the Midlands. For me at least it has become a metaphor for the
crossroads between the worlds (Qtd. in Gladwin 2694)

In CarrOs empirical accounts, the landscape expands into the imaginary
space as Oa metaphor for the crossroads between the worldsO in which the
empirical is bridged with the psychological, the present with the past
memory, the known with the unknowthe living with the dead. Counter
echoing de ValeraOs utopian vision of the nation as Oa land whose country
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side would be bright with cosy homesteads [E] joyous with the sounds of
[E] the laughter of comely maidensO (famon de ValeraOs 1943 St. PatrickOs
day speech; qgtd. in Sihra 2009: 257), the laughter of day is transformed in
carrOs imagined space into the nocturnal experience of insomnia in which
all the familiar sounds and figures of the daytime disappear into the
nocturnal stream, something that thlace hides from visibility in the sun

but Othrows up® in the dark.

Clare Wallace relates this darkness of the Midlands to the Otraumatic
unstable space of subjectivityO and suggests that the Oprimary importance of
[the Midlands in CarrOs drama] is dedifi®m its metaphorical dimensions,
as a nemanOs land, a claustrophobic zone of entrapment, a state of mind,
and ultimately as a dystopiaO (2001: 436, 438). Pointing out the limitation of
a feminist reading of the Midlands plays that focuses on the prtitigO
Ocapacity for liberatory imagination,O Wallace suggests that CarrOs drama is
Onot an attempt to represent (contemporary Irish) womenOs experience in
any literal or realistic mannerO (2001: 435). She maintains that the major
concerns of CarrOs Midls plays lie in the charactersO struggles with their
Ochronic inability to imagine freedom and their subsequent descent into [E]
abjection of the selfO (43, which is an embodied experience of being
caught up in a process of restless forward movenfdnsiory.

While drawing upon WallaceOs conception of CarrOs Midlands as the
onto-psychological topography of abjection, the chapter also considers that
the aesthetic construction of the Midlands illuminates a cultural space of
liminality in which temporaland spatial boundaries are negotiated and
blurred at both individual and collective levels. If the landscape of
individual psyche of the characters melancholically defies any notion of
time as a linear succession by keeping alive the past in the présent,
psychic topography of melancholic subjeBtthe spatialisation of time that
accommodates different times in the presentBafphysically configured
on stage in the wild landscape of the Midlands that preserves objects,
memories, and desires ofni@us times. The landscape reflects not just the
charactersO status of mind or their inability to move on but also a locus of
their cultural and social position that disrupts the national desire for a ghost
free present and future. As Sihra notes,
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CarrOsharacteristic representation of the Midlands of Ireland renegotiates
the OstabilityO of dominant cultural tropes of a romagmégn Irish
landscape. Thismid-lands, or betweefands, displays an ambivalent
poetics of Irish topography in its negativelat®on to the popular,
romantically constructed landscapes of East and West. The
indistinctiveness of the flat, black Midlands bog [E] radically counteracts
depictions of the OfixedO Irish pastoral scene, incorporating a simultaneous
politics of geographil centrality and cultural marginality. (2003: 95)

It is noteworthy that, considering the Midlands as a cultural space, the rural
landscape of Ireland has an iconic implication in the construction of
Irishness: an iconic space on which the nation depefateis identity
making in association with the purity of Irish femininity against the
colonial, modern, and urban power. Revisiting this issue of Irish landscape
in relation to the formation of Irish femininity, CarrOs Midlands plays
attempt to imbue théandscape with forces of fluidity and openness that
does not disavow changeable, unknowable, and even threatening elements
of the past that exist in the present. However, this fluidity and openness of
CarrOs landscape does not lead to the notion oftidvecd female subjects.
Rather, it is a battleground in which the dynamics of the past and the
present, preservation and liberation, entrapment and escape, presence and
absence are played out. On the one hand, the protagonistsO identification
with and esape to the landscape is an act of imagining and redefining their
way of belonging outside the traditional terms legislated by the nation. On
the other hand, the Midlands, as a space where memories of concealed
history are preserved, locks up the charadtetBe continued suspension of
resolution, which makes impossible a complete escape of the characters
from the burden of history. The protagonistsO attachment with the landscape,
thus, illuminates the way in which their escape from one space into another
becomes a return to the past, to the forgotten or silenced memories of the
past. In short, Carr constructs the Midlands as both metaphorical and
cultural space in which the past persists as formative of the present: that is,
Carr presents the past as haviits own living force, ambivalent and
polyvalent manifested in the landscape, rather than highlighting causality
where the present is created by the original moment of loss in the past.



The Mai (1994): Building a House and Dwelling in Stories

In CarrOs 1994 playhe Mai,| explore the ways in which the
playwright complicates and problematises the melancholic bind of spatiality
with identity. | focus on how Carr presents the eponymous protagonist The
MaiOs creation of home space in relationrteed to tell, or perform, stories
as a way of seeking a sense of belonging in the world. The act of both place
making and storytelling is a way of claiming the rootedness of self in the
world, or the reconciliation of self with society: as Laura Biegseus, the
Oyearning for narrative [E] springs from an existential need to belong® and
a need to sustain our being at home through the capacity to articulate
disconcerting experiences. (Bieger 2015: 33). The Oneedle and threadO that
The Mai looks for at b moment of crisis becomes a metaphoric tool for
building a house in order to recover from her traumatic loss caused by the
separation from her husband Robert. As The MaiOs daughter and narrator of
the play Millie says: OThe Mai set about looking for thagic thread that
would stich us together again and she found at Owl LakeO (111).
Throughout the play, Carr presents the metaphoric tool of needle and thread
in a close association with the charactersO act of Ostitching togetherQ through
the narrativemaking driven by their hope it to be Oan especially potent
remedyO (Bieger 2015: 33) for their loss.

However, CarrOs exploration of ObelongingOs narrative drive as a
life-sustaining Oneed to tellOO (Bieger 2015: 33) complicates an assumption
of the role of neratives as remedy: it rather sheds light on the melancholic
cyclicality of mythrmaking, or repetitive histories of wound, that absorbs
women of generations into a further wound culminating in The MaiOs
suicide. By dramatising how the sense of belongingcgmaking) is
interlocked with mythmaking through history, Carr challenges a static
notion of identity and offers a melancholic site of being, embodied both in
The MaiOs aesthetic construction of house and the charactersO life histories
revisited by Milie appearing in the form of the play text. From this site of
melancholic construction of home and story, | suggest, Carr invites us to
question Ohow identities continue to be produced, embodied and performed,
effectively, passionately and with social apdlitical consequenceO (Bell

! ")



1999: 2).

Being the first play of CarrOs Midlands trilogy and commissioned by
the Abbey theatrelhe Maiappeared on the Peacock stage winning the Irish
Times Award for Best New Play. As we saw earlier in the chapter, the play
marked CarrOs major shift from surrealism and experimentalism to the
integration of a more conventional, mimetic dramaturgy of maast
theatre, deploying a frame of memory play where narratives are filtered
through the central narrator Millie and a recognisable setting of the
domestic interior: a strategy used, for example, by Christina Rdidarn
a China Cup(1983) or by Brian Rel in Dancing at Lughnasg1990).
CarrOs naturalist single set of the protagonistOs house may look problematic
considering that the traditional realistic setting of Irish theatre has been
criticised for its perpetuation of the gendered division of spaeece we
saw in the previous chapter how Reid attempted to politicise the domestic
and blur the strict boundaries between the private and the public through the
use of soundscape in the Protestant Northern Irish context. The domestic
setting has been polawnised in mainstream theatre since the late nineteenth
and early twentieth century. Manifest in the 1902 stagin@athleen ni
Houlihan, for example, the division of space has denoted the onstage
interior as a cradle of personal, communal and natiomraitity while the
outdoor space being a politically charged space fraught with possibilities
despite its unstable, or even unknown and undefined, quality. Although the
image of the domestic interior often signified restrictive confines from
which both mend women seek to escape, the interior onstage has invoked
the recurring image of female figures at home, equating woman with Oan
element of spaceO (Cerquoni 2003: 173): women continue to wait within the
four walls of house for man, an adventurous, freenagétime and space
perpetuating the ancient mythology of Odysseus and Penelope. Besides the
matter of gendered division of space, Csilla Bertha comments on how such
a dramatic form has been exhausted: O[the cottage kitchen setting] has been
much overusedh Irish drama since the beginning of the twentieth century
that today, a playwright shows either laziness or great courage to set a play
in a naturalistic houseO (Bertha 2004: 64).
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CarrOs turn to the realist setting, thus, raises a few questions: what
does it mean to stage home place in the modern world in which women,
especially in the 1990s Ireland, were beginning to actively participate in the
public life and the nation was moving fast forward to the discourse of
mobility and future development? Why el Carr deploy the traditionally
feminine motif of PenelopeOs thread and needle in order to explore the
female characterOs troubled sense of self and belonging? Does CarrOs play
ultimately perpetuate the mythical role of women within home? Or, does it
crede new possibilities of female selfhood through the performative work
of repetition, that is, appropriation of traditional, paternal genre aspiring to
the unity of narratives and repressing female subjects® disconcerting
experiences? These questions arethvehile to ask in order to reconsider
some feminist criticism on CarrOs integration into mainstream theatre as a
Ostruggling to incorporate the ghosts of patriarchal literary authority into her
writing while also striving to understand her place in theditionally
literary canonO (Hancock 2005: 20).

Contrary to the strict feminist reading of CarrOs play as OfailureO of
Orejecting the larger patriarchal tradition,O (Hancock 2005:20), my approach
to CarrOFhe Maiwill attempt to explore the possibilityf dooking at her
integration of the traditional dramaturgy as a strategic mode to make it an
uncanny site, a mode of Oqueeringd the existing from, a mode of Oworking
on, with, and againstO the essentialised identity of genre, which is, to borrow
JosZ Mu-0@s term, a tactic mode @idisidentificationO (1999: 12).
According to Mu—oz, Odisidentificatiodoes not dispel those ideological
contradictory elements; rather, like a melancholic subject holding on to a
lost object, a disidentifying subject works to dhadn to this object and
invest it with new lifeO (12). In CarrOs drama, most compelling is the excess
of otherness coming forth in forms of dreams, fantasies, and myth moving
beyond the spatial boundaries of home as well as various storytellersO
controlling power of their own narratives. Such excess of dream accounts
transforms the play text, MillieOs configuration of the family history, into an
uncanny and subversive site.

MillieOs narrative, conjuring traumatic events of the family through

her memory, inorporates loss and ruptures of family histories into the
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sublimatory rite of mourning, or telling stories, as a means of overcoming
the death of her mother. As remedy for a sense of dislocation,-ybaty

old MillieOs performance of storytelling recesaand reunites with the past,
her childhood in the year of 1979, encompassing histories of four
generations, centring on the matriarchal line of the familffom one
hundredyear old Grandma Fraochlfn, through Ellen (dead and absent
onstage), The Mai, thlillie.

The play begins with the return of her father Robert after his five
yearsO absence. The fact that the mature Milieains onstage throughout
the playD reinforces the idea that dramatic actions and articulations of all
characters are primarifitered and inflected by MillieOs vision and voice.
For example, RobertOs return to the house on Owl Lake is immediately led
to MilieOs memory of the day when he left The Mai: with O[n]o
explanations, no goodbyes, he just got into his car with his aetladrove
awayO (110), for which The Mai set out to seek the needle and thread.
MillieOs narrative soon afterwards moves to the present describing her failed
relationship with Robert linked to the memory of buying a shroud for The
MaiOs waking walking thugh the drapery. Because of the way Millie
constructs and narrates her memory oscillating between the past and the
present, all the metaphoric tools of construction of life (need and thread,
narratives, and home) become enmeshed with The MaiOs deatteand th
entailing result®the collapse of order and connection.

MillieOs narrative recreates the past in order to diagnose and locate
her present sense of dislocation in the midst of her family histories,
especially the death of her mother. MilieOs memoryatiee, as Rhona
Trench remarks, Ois directly related to everything that is left behind by the
maternal abjectO (2007: 102), which is interwoven with the paternal
infidelity, or failure to provide a sustainable order for family histories.

Millie describes her present relationship with Robert:

[E] when we meet now, which isnOt often and always by chance, we shout
and roar till weOre exhausted or in tears or both, and then crawl away to
lick our wounds already gathering venom for the next bout. We usually
start with the high language. HeOll fling Fourth Commandment at me,
HONOUR THY FATHERANd IOIl hiss back, a father has to be honourable
before he can be honoured, or some facetious rubbish like that. (128)
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If the fight is regarded to be a struggle to hold on a power to narrate
traumatic eents and perform histories, MillieOs final achievement is the
production of family histories on her own accounts, marginalising Robert
from her personal history. Indeed, while Robert is a central figure that
shapes the plot structure of the play, his $igance throughout MillieOs
construction of the past is diminished to a figure unable to be faithful to The
Mai and family life.

While so, MilieOs narrative also dislocates her disconcerting
experiences by repressing the loss of the maternal and her sknse
alienation. For example, MillieOs unspoken desire for narrative unity, or
refusal to face the messiness of experiences, turns the dead body of the
maternal into an ultimately romantic figure of melodrania the
incorporation of loss into the narrativdeal. Millie cannot provide a full
account of the scene of the maternal death. Instead, she lets the body appear
very briefly at the end of the first act embraced by RobertOs arms and
watches it from a distance while narrating the mythical legend of Okd.La
Only the ghostly light on the window challenges MillieOs distanced
narration, illuminating the precariousness of the correlation between the
tragic fates of the women. The traumatic loss of the maternal also allows
MillieOs appropriation of memory thgh a power to narrate family
histories. For example, the oddly inserted story of The MaiOs experience in
London of caring for Othe curls of Arab royaltyO (152) betrays MillieOs
disappointment with The MaiOs abandonment of her children, strongly
resonant \th RobertOs inability to remember her name after his five year
absence. MillieOs desire for the possession of memory and jealousy appears
in a form that she represses the life (let alone the names) of her siblings
from her narrative.

Nevertheless, Milli®s narrative discloses disrupting forces that
exceed the frame of her stories, and thus letting (hi)stories of the family
invade her own power of narrative control. MilieOs narrative represses
ruptures but at the same time allows otherness to emergenstitutive
elements of her own stories and lived experiences of the family members,

which positions MillieOs narrative @slisidentifying® with a reality claim of
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memorialisation of the past. It is just likéae MaiOs house on Owl Lake that
she builds in mder to make sense of her self but is invaded by elements of
uncertainty. ThusFintan OOToole notes in his comment on the premiere
production of the play that, althougfhe Maihas a look of conventional
Irish theatre:

the appearances are deceptiviee Trappings of the wethade playba set

suggestive of a real house, fixed props, unified addiare no more than a

rough grounding for the piece. In fact, the play has little interest in plot or

in describing event. It works by evoking an atmospheteer than by

enacting a story. (OOToole 2003: 130).
OOToole maintains, if Carr invokes a porous and unstable world, the
atmosphere of which is Ododaden but not gloomy, compounded of myth
and memory, of fierce longing and bitter elegy,O the creasedrgnof her
dramatic world Ois purposeful, creative collisions rather than messy
disorder,0 showing the playwrightOs understanding Othat realism and
surrealism are no longer opposites for Irish theatre, that our reality is so
strange that only strange iges can encompass it.O (10)

0OTooleOs appraisal of the play shows that CarrOs dramaturgy
exceeds the limits of a totalising vision of a realist setting that attempts to
present the onstage place as unchanging and fixed. The atmospheric density
that constatly confronts the familiar grounding of the naturalist setting is
resonant with the uncanny arising Owhen the distinction between
imagination and reality is effacedO (Royle 2003: 15). When related to the
issue of belonging (place and identity), the uncaenyails feelings of
uncertainty regarding who | am and what is being experienced. In Julia
KristevaOs terms, it has to do with the moment we come to realise that
Oforeignness [has crept] into the tranquillity of reason itself [E] that we are
foreigners toourselvesO (Kristeva 1991: 7): the emerging moment of abject
self. This sense of uncertainty is delivered, in CarrOs play, through The

MaiOs remarks on her house:

This housebthese days | think itOs the kind of house youOd see in a corner of a
dreamb dark, formless, strangely inviting. 1tOs the kind of house you build to
keep out neuroses, to stay off nightmares. But they come in anyway with the
frost and air bubbles in the radiators. ItOs the kind of space you build when you
have nowhere to go. (158)
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In The MaiOs portrayal of the house, the boundaries between inside and
outside, reality and dream, rational and irrational are all at once blurred.
Something natural, regarding the role of house as providing an intimate
shelter of private comfort and ordenas been transformed into nightly
experiences of strangeness. The Mai finds herself caught, without Ohav[ing]
nowhere to goQ, in the grip of the invasion of foreign spirits whose
atmospheric density is tangible like Ofrost or the sound of air bublties in
radiatorsO.

Alterity not only creeps into from the outside but also wells up
inside of The Mai disrupting the idea of identity as personal property, my

OownO being, my OownO sense of myself. As Nicholas Royle notes,

the uncanny is destined to elude mastery, it is what cannot be pinned down
or controlled. The uncanny is never simply a question of statement,
description or definition, but always engages a performative dimension, a
maddening supplement, something unpeidile andadditionally strange
happening in and to what is being stated, described or definedO (Royle
2003: 16)

Significantly, it is with The MailOs realisation of her inability to grasp her
relationship with Robert in absolute and romantic terms that feels
herself as stranger within her own home (or herself). The unsettling and
strange mood The Mai feels in the house becomes a marker that disrupts her
identity defined in relation to Robert, in which the meaning of house as a
symbolic construction oher identity as wife and mother also becomes
unstable.

The elusive nature of the coupleOs relationship is furthered by their
talks about dreams. Questioned about what brought him back home, Robert
responds to The Mai:

| dreamt that you were dead and gsflo case was your coffin and a carriage
drawn by tow black swans takes you away from me over a dark expanse of
water and | ran after this strange hearse shouting, OMai, MaiO, and it seemed as
if you could hear my voice on the moon, and IOm runningjmgnrunning

over water, trees, mountains, though IOve long lost sight of the carriage and of
youb (125)
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RobertOs dream mirrors the legend of Owl Lake, a mythical love story
between Bltth and Coillte. According to the legend, Blfth leaves Coillte
undera spell for the dark witch during the winter. Not being able to wait
until spring, the time Blfth is supposed to be back, Coillte travels to the dark
world. In despair, because Blath cannot recognise her, Colllte cries a lake of
tears. When Blath finallyeturns, Coillte has dissolved into the water. In
RobertOs dream, it is now Robert that pursues The Mai who is vanishing
from his sight into darkness of nature. Contesting The MaiOs response to his
dream that O[he has] come back to bury [her], Robert salgert ONot
everything has to be final and tragic, Mai, [E] And dreaming about death
always means something else. Dreams arenOt that vulgar, theyOre coy,
elusive thingsO (125). However, The MaiOs response to his dream comes to
manifest the transformatiorf ®he MaiOs house into her graveyard in which
she is buried alive: it is not only a premonition of her death but also an
evocation of her deatlike journey in life to the lost other.

The MaiOs dream that she delivers to Robert has also a theme of
pursuit rather precarious as the dream involves murder and laughter. There
are two stories included in The MaiOs dream: in one of them, an old woman
murders Robert, and The Mai finds it hilarious watching the murder. In the
other story of the same dream accowseing The Mai waving at him,
Robert passes by her and says, ONot yet, not yet, not for thousands and
thousands of yearsO (126). The Mai continues to describe her dream, OAnd
| turn to look after you and youOre gone and the river is gone and away in
thedistance | see a black cavern and | know it leads to nowhere and | start
walking that way because | know I0Il find you thereO (126).

The MaiOs accounts of her dream revolve around the desire to know
the unknown: although she is aware, in the dream, ththing is certain,
she knows that it is the way where she has chosen to go. Considering that
the description of a dream is also a story created or revised on the basis of
dream contents, The MaiOs accounts of her d@mamey demonstrate her
strong will b understand her own journey in life, which will continuously
slip away from her grip just like the dream figure of Robert who defers an

encounter for now and ever.
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Trench interprets that their dreams Omark a distinction between the
imaginative and the &eal realms of the narrativeO breaking the Origid
categories of femininity and masculinity within the institution of marriageO
(2007: 111). In other words, RobertOs dream of The MaiOs death, while
bearing on his sense of guilt over The MaiOs actual detatispectively
constructed by Millie, realises his freedom from all the roles of husband and
father. The MaiOs dream also Odemonstrates subversiveness in terms of the
role of mother and wife E striv[ing] for a more valid form of relationship
with her husbad, even though she knows it is inevitably destructiveG (114
5). The dreams of Robert and The Mai, in short, express their search for the
Opoints of connection between competing needs and desiresO (112), which is
unrealisable in reality.

In a different vein, CarrOs rewriting of the legend through the
coupleOs dreams of pursuit illuminates the dynamics of seeing in a way of
disintegrating the link between the gaze and the knowledge/power. While
the ability to see is bound up with a possibility of bringatigerness into the
realm of light/knowledge, the coupleOs dreams manifest their fascination
with something over which their gaze has no poféne vanishing other
that is not the object of perception. In The MaiOs dream in particular, Oa
black cavarnO tim which Robert disappears is immediately associated with
no-place. But that OnowhereQ, the strange and frightening contour of
darkness, continues to attract the gaze revealing the nature of their journey
as attachment with something that they can neitiuly grasp nor

relinquish. Millie portrays their precarious journey as follows:

A tremor runs through me when | recall the legend of Owl Lake. | knew that
story as a child. So did The Mai and Robert. But we were unaffected by it and
in our blindness mad along with it like sleepwalkers along a precipice. . .
(148)

MillieOs narration articulates the play of knowing and unknowing through
the image of sleepwalkem their blindness. Cathryn Vasseleu notes that
blindness has been regarded in philosophy as Oa quality of knowing [E]
difference in understanding rather than absence of sight (Vasseleu 1998:
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87)*%. By associating this blindness (as a form of knowing) with their life
defined as a journey of sleepwalkers, MillieOs narration reveals their manner
of living as caught by something over which their knowing aeditiave no
power. The living condition of sleepwalkers is characterised by its
liminality in which the borders between knowing and unknowing, light and
darkness, self and other are blurred, confirming the existence of Othe
indeterminate nothing which didses sight into a useless stateO (Vasseleu
1998: 87), or something that exceeds the law of light and perception. The
image of sleepwalking along a precipice is a reminder of their precarious
condition of existence, the melancholic trap of paralysis in kvhieir
interminable journey of dying with no promise of future (even finality or
death) continues.

Notable in The MaiOs dream is the figure of the old woman who murders
Robert, which causes The MaiOs laughter. Explosive laughter of women at a
terrible sene (such as a murder in the dream) evokes the mood of macabre
functioning as a defensive mechanism that not only guards one from the fear
of death but also transforms laughing women into a spectacle of
transgression.  According to Kathleen Rowe, such Isugh
Oincomprehensible and frighteningO to the public, often Ocolour [laughing
women] with the demonic or the grotesqueO (Rowe 1995: 2). This
association of laughing women with the demonic and the grotesque is

depicted again in Grandma FraochlinOs dream:

IOve been havin® woeful drames lately. | keep dramin® IOm in hell and 10am the
only one there apart from Satan himself. . . . And through a glass ceilingO |

can see everyone | ever cared about, up beyond in heaven, and dOya know the
worst part of the ikam is Satan and meself gets on like a house on fire. WeOre
laughin® and skitterinO like two schoolgirls. IsntO that a fright)(118

“IWhile explaining the insomniac quality of tliley a in LevinasOs philosophyasseleu

writes abouthe way in which blindness has been considered in the tradition of philosophy:
OBlindness, as an Ounseeing in the eyeO, has been treated abstractly in philosophy as a
quality of knowing, whether as innocence, denial, madness, sacred and apocalyptic insight

or ignorance. Alternatively, it has been treated as a differential form of knowing, achieved

by supplanting of vision by other sensesO (Vasseleu 1998: 87).
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While the murder of Robert in The MaiOs dream can be interpreted as a
displaced fulfilment of her wish, the absolutéamwith her husban®,the
laughter links her to the unruly nature of Grandma Fraochlfn who reminds
us of the old laughing hag in BakhtinRabelais and His World1984

[1968]: 25). Grandma Fraochlfn is now one hundred years old, living
dependent on the mmantic memory of her dead husband, Fingered
fisherman. The tall oar of her husband that she constantly carries represents
a fetish object for her loss, which is at times replaced with her transgressive
openness to the sensual enjoyment of life. Sheeshher secret pleasure of
smoking opium with her granddaughter Beck; she also rebuffs
conservativism of her daughters, Julie and Agnes, whose actions and
speeches are motivated by strict Catholic morality. When Julie blames her
for smoking and drinkingand for not Oobey[ing] two simple rules,O
Grandma Fraochlin responds: OThe Lord put grapes and tobacco plants on
the earth so his people could get plastered at every available opportunityO
(138). And further along their arguments, on being chided foriaiakout

sex at [her] age,O she claims: Owhat else is there to talk about at any age?
YouOre born, ya have sex, and then ya dieO (143).

The laughter in Grandma FraochltnOs dream, then, is the expression
of ecstatic transgression and violation of ruleslis4a Sihra associates
Grandma FraochlinOs excessive tendency of transgression with the Ogleeful,
disruptive ambivalenceO of the Shewayig iconography of pr€hristian
Ireland, which embodies excessive female grotesqueness and integrates
Osexuality aih deathO, as well as Ocreation and destructionO (Sihra 20009:
179)* Sihra identifies the characteristics of Grandma Fraochltn (along with
other old women in CarrOs drama) with that of the female iconography
depicted by Lisa Bitel as Ougly, frightening, amg, fertile, erotic [E]
threatening, rude and exciting all at onceO (Bitel 1996: 233; Qtd. in Sihra
2009: 180). For Sihra, Grandma FraochlfnOs relentless expressions of
sexuality and pleasure function to Opotently combine the obscene and the

2 Considering LevinasOs understanding tMairder exercises power over what escapes
power ...Q(Totality and Infinity 198), the murder in the dream also expresses the
impossibility of grasping the desired other within my house of being.

“3vVivian Mercier describes the characteristics of the iconograph¥hia Irish Comic
Tradition (1962): OE and ugl makelike or skulklike face, with a huge scowling mouth;
skeletal ribs; huge genitaliaO (53).
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erotic with death [E] challenge and complicate the discrete categories of
birth and deathO (181).

The central point of identifying Grandma Fraochltn with the Sheela
nagig iconography lies in the sense of continuity that they embody at the
threshold between life and death. Sihra uses the term, Othe organic
symbiosis of birth and deathO (178) in ordeexplain the nature of this
continuity. In other words, she argues that CarrOs drama concerns with
Oexcavat[ing] what it means to live, through a liberating awareness of
inevitability of death and the cyclical nature of being® (173). For her, thus,
the pesentation of the protagonistOs death in the middle of the plays belongs
to the formal expression of such cyclicality.

However, CarrOs drama seems to complicate the journey towards
death conceived as liberating by the conscious being. Moreover, in the
drama the question of creation and destruction, or life and death, appears to
be rather ambivalent. To my reading, Othe cyclical nature of being®, which
implies the meaning of ritual wherein birth marks death and death in turn
brings a certain type of reldirtthrough lamentation and discovery, is not
easily promised in CarrOs play. The seasonal cyclicality of being and the
world also marks the charactersO enchainment to the endemic cycle of being
defined by the repetition of abandonment, which entails ilfegity,
abjection, and mythmaking.

The repetition indeed characterises The MaiOs familial history as
expressed in the testimonial remark of Grandma Fraochltn: Owe canOt help
repeatin®, . . . we repeat and we repeatO (123). This living condition as
repeating is evoked by MillieOs narration which shows how The Mai has

transformed her home into a site of repetitive act of waiting:

The Mai sat in front of this big window here, her chin moonward, a frown on
her forehead, as if she were pulsing message to samae star which would
ricochet and lance Robert wherever he was, her eyes closely tightly, her lips
forming two words noiselessly. Come hofeome home. (111)

MillieOs accounts of The Mai at the window provide a romantic and
mythical dimension to hewaiting, transforming her into the archetypal
figure of Penelope, or R—is’n Dubh. Moreover, The MaiOs mythical status is
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further emphasised by her name: she is called as OThe MaiO by other
characters in most cases throughout the play, which also impéieeh

living is conditioned and contained by the mythological legécthe
mournful image of The Mai at the window is itself a repetition. Julie,
Grandma FraochlinOs sevdiug-year old daughter, tells a story how her
mother habitually spent days andaye waiting for her dead husband,
Orantin® and ravin® at us or starin® out the window at the sea® (145). The
overlapping image of The Mai at the window with Grandma Fraochlin
provides the womenOs personal experiences with a particular sense of
history, tansforming the personal and familial history into a national history

of women and questioning the limited image of women in cultural
representations.

The MaiOs position at the window brings the dynamics of gaze to a
focal point again. While The Mai constly looks out the lake through the
window, she is also framed by and looked through the window from
outside. While this dramatic device enables the invitation of audiences to
see how The Mai performs her longing or how she is performed by narrative
perfomance, it also configures the protagonistOs existential form. The
window that once divides and blurs the border between the inside and
outside denotes MaiOs liminality vacillating between dream and reality,
myth and history. Gerry Smyth notes that the kiWigmbivalentO nature of
the window goes beyond the function of Othe architectural arbiter between
inside and outside,0 as it is rather Othe physical manifestation of a
fundamental Ohesitation of beingOO (Smyth 2088):1138 maintains:

The window isparticularly revealing in this sense, for in certain circumstances
(darkness) it can function as a mirror, reflecting the gazer back to himself [E]

“ Mary Trotter offers a different interpretation regarding The MaiOs name. The name rather
referrs to the protagonistOs strength and authority as the head of the family, as the name
readapts Othe lIrish tradition of adding Othe® before the last namanaiehédad of a

clanO (2000: 168). Rhona Trench supports TrotterOs idea by relating it to The MaiOs house,
built in the 1970s when the Otypical custom of roaleed propertyjwas] prevalent in
IrelandO (2010: 116). For Trench, thus, The MaiOs houseessmts the subversion of the
malecentred tradition, which is reinforced by her name. The house is certainly related to
The MaiOs search for strength, hope, and independence (she is already economicaly
independent as a school master) faced with Roberd@daiment oftte family. But in my
reading, The MaiOs houslso bears a cultural connotation of the feminine role within Othe
houseO historically passed on to women, and the name The Mai indicates a mythologised
site of femininity, or the cipher, that hesbe subverted and resisted.
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If the window allows the subject to gaze out, it also enables the subject to be
gazed upon [E] and with itsdemarcational, reflective and transparent
properties, the window offers a suitable space for a ghostly presence caught
between past and present, between openness and closure. (Smyth 2001: 156)

In the dynamics of gaze through the window, she looks @utatke; she

looks upon herself. While the window essentially implies the possibility of
crossing the threshold, it also enables the withdrawal into the self, and in
this case the window functions to make the house and the self most
exclusive and secludedlust like the definite article in front of The MaiOs
name, the window, in this sense, functions to frame The MaiOs existence,
her retreat into silence. Rather than opening the window, which itself is an
act of telling stories of her life and inviting aadces to her performance of
storytelling, The Mai hesitates at the threshold unable to open a window for
such invitation.

The MaiOs dead body is also framed by the wind@ko$€ly light
on the window. Robert stands there with The MaiOs bdiy amms, utterly
still. Millie watches them a minute. Ghostly eft@qt1478). As mentioned
earlier, MillieOs narration about the legend of Owl Lake also surrounds the
death filtering her death and identifying it with CoillteOs emotional death. At
the sane time, this scene may be a formal indicator in which The Mai is
transformed into part of a larger cyclicality of the nature. From the
perspective, her death is related to a creative activity: the understanding that
her death (physical death) brings anfioof rebirth, the creative reclamation
of female agency, or Ometamorphosis,O to borrow Shonagh HillOs term,
Owhere she [like Coillte] dissolves into Owl Lake, which functions as a
space of creativity for her where no other is availableO (2009: 48). However
the presentation of the dead body dotfbdened within RobertOs arms and
the window can be seen as teereact The MaiOs other world as also caught
at the threshold of being, the very ghostly being who is unable to articulate
her stories, (not in the @mal way in any case, to which | will return later)
caught between Act One and Act Two, the present and the past, the eternal
cycle of returning to the threshold.

Carr also problematises this issue of repetition by associating
storytelling with mythmakingThe ambivalence of storytelling is revealed

! H+



in its capacity to build fantasy in which we accommodate ourselves and yet,
unsettle this sense of belonging. In order to explore the ambivalence of
Grandma Fraochltn (as the figure of creation through thesgioé and the
storytelling), | return to the scene of arguments between her and her
daughters Julie and Agnes. Grandma FraochlinOs daughters in their sixties
and seventies respectively are theengbodiment of mother figures (though
unmarried) characteridein DeevyOs 1930s drama: the figures such as
Margaret Drybone irkatie Rocheand Mrs Marks irThe King of SpainOs
Daughterwho constantly spy on the young female protagonists and act as
masculine mother identifying themselves with patriarchal authori@es.

the arrival of Julie and Agnes at the house, Millie says: OSo they arrived in
one lovely autumn day armed with novenas, scapulars and leaflets on the
horrors of premarital sex which they distributed amongst us children along
with crisp twentypound nog¢s. Births, marriages and deaths were their
forteO (135). Carr portrays their arrival at The MaiOs house in a comical
tone: audiences can easily laugh at their act of spying on the house through
the window discussing the rumour of prarital pregnancy oThe MaiOs
younger sister Beck. It is not, however, without sympathy. As the play
unfolds, it becomes apparent that Julie and Agnes have not overcome the
pain that was inflicted on them by their familial legacy of abandonment,
which Grandma Fraochlin actlyehas masked through the creation of
stories.

If Carr conjures up the mother figures from the 1930s, the
reconstruction of them through the characterisation of Julie and Agnes is to
question the matrilineal legacy of storytelling. While the storytelling
tradition of wanen is often celebrated by femaigiters such as Christina
Reid as realm of subversion, fluidity, and imagination of the female
tradition that goes beyond the oppressive political and societal norms, Carr
exposes the ambivalent quality dfet female tradition of storytelling
through JulieOs pronouncement of the destructive power of Grandma
FraochlinOs stories. Julie says that Grandma Fraochlin was Oalways fillinO
our heads with stories and more stor24E] she doesnOt realise the
influenceshe has over all of us. IOm sevdivy years of age, Mai, and IOm
still not over my childhood. ItOs not fair they should teach us desperation so
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young or if they do they should never mention hopeO (146). Julie exposes
here the nature of Grandma Fraod@$ story as imbuing the childrenOs
mind with illusionary hope, which is essentially linked to the feelings of
desperation; and JulieOs statement here also points to the possibility that her
extreme conservativism is derived from their reaction to Grandma
FraochltnOs stories (thus, Julie says she is not over her childhood).

We can glimpse at the nature of hope that Grandma FraochltnOs
stories planted to the children in what The Mai dreamed of as a child, a
dream that Oa dahaired prince would come acrab® waves on the wings
of an albatross and heOd take me away . . . O (162). The Mai also knows that
her longing for a fantastical life is a result of the stories she grew up with.

She continues to say:

Grandma Fraochltn] filled us with hope [E] And hstories made us long for
something extraordinary to happen in our lives. | wanted my life to be huge
and heroic and pure as in the days of yore. | wanted to march through the
world up and up, my prince at my side, and together weOd leave our mark on it.
(163)

The MaiOs longing for heroic life is connected in her mind to Obeautiful
things in [her] life,O all of which she let go of in the course of life and
marriage: she Odid exceedingly well academically, and [she] was good on
the celloO (163). The MaiOsagiipointment at her life, far from heroic but
ordinary and even banal which is portrayed by aptewnd note, a birthday
present given to her by Robert, and tBesmopolitanmagazine Robert
brought to her from his weekend with his mistress (which she meads),
resembles the one of her mother Ellen. Just as The Mai gave up playing the
cello, Ellen had to quit studying medicine as she got married, and Julie finds
the root of EllenOs unhappiness and inability to cope with life in Grandma
FraochltnOs inflnee and illusionary hope:

[Ellen] was brilliant, that girl was going places but there was in Grandma
Fraochltn that must stop it, [. . .] She made that child marry. And at the same
time she filled the girlOs head with all sorts of impossible hope, atal&iyg)
about the time she was in college, and how brilliant she was, and maybe in a
few years sheOd go back and study. And it only filled Ellen with more longing
[. . .] the worst of it all, Ellen adored her [. . .] and believed everything she said,
andthatOs what killed her, not childbirth, no, her spirit was broken-gj145
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Not just a fairy tale, then, Grandma FraochltnOs stories have functioned to
make womenOs lives linked to illusion and trapped within themselé
Owound [of] mythmaking®O (Hancock 2005: 19).

Grandma FraochlinOs fantastical storytelling, as the play reveals
later on, is profoundly related to the familial legacy of abandonment and
despair. She was born out of wedlock, and her mother The Duchess (the
way how she was called by her own child) wasiaus to cover up the
stigma of the illegitimate child by weaving stories about the childOs father as
the Sultan of Spain. Grandma FraochlnOs name itself is a manifestation of
the illegitimate blood: Fraochlfn is the name of an island off the west coast
where she was born, which identifies her with the landscape signifying her
otherness, the outsider of the settled community just like Hesty the
Bog of CatsE Just as Hester wanders about the bog looking for stories and
memories of her mother who afsboned her, Grandma Fraochlfn waits for
her father at the cliffs of the island, which repeats in her relationship with
the ninefingered fisherman: she is reported to have been howling at the
cliffs, wishing to kill herself and unable to overcome the goieher loss.
However, if HesterOs otherness as Traveller (her illegitimate blood, her
isolation, her identification with the bog) brings the insular stability of the
community to the point of crisis offering a sense that her destructive act has
the symbak meaning of the destruction of the communal cyclicality of
exclusion and abuse, Grandma FraochltnOs otherness, when transmitted to
the next generations through the act of storytelling, functions to reiterate the
patterns of guilt, shame and grief.

In a sense, her storytelling, though paradoxical, is a retreat into
silence to the extent that it covers up and denies traumatic experiences:
silence and denial, which Geraldine Moane identifies as Opsychological
legaciesO of a traumatic history continuinghim lrish context in the form of
institutional abuse Oup to the late twentmhtury and into the present
timeO (Moane 2002: 116). Grandma FraochlinOs treatment of Ellen, then,
stems from her fear of exposure and vulnerability as revealed in her
confessbn to Beck, Ol was afraid what everyoneQd say, afraid theyOd blame
me and say it was The DuchessO blood that made her[Ellen] wild and

immoralO (170). Her fear of Ellen living through the same pain and scandal
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makes her force Ellen into a loveless marrieaye] the stories created to
compensate for EllenOs disappointment disable her OspiritO, ultimately
leading to her selflestruction coming from her inability to endure the
tension between fantasy and lived experiences.

Storytelling, in the patriarchal tragns of Irish drama and the
larger context of Irish culture, can be the very act of challenging normative
practices operating within the cultural and societal discourses. It is also
BiegerOs view that narrative is the artistic realm in which to arécihiat
meaning of ourselves and to obtain the potent remedy for the troubled sense
of self. However, this most optimistic view of storytelling is Otroubled® by
Grandma Fraochl#nOs storytelling practices which, rather than aspiring to a
form of selfrealisaion, lead the women of the next generations to the
shadowy realm of myth and the enchainment to the legacy of fantasy
making as a means to escape from gritty reality. Moreover, the characters of
the play pronounce that stories they grew up with are rathsource of
regenerating their wound and pain than a source of remedy.

This problem of cyclic regeneration of shadowy legacy does not end
with The MaiOs suicide as her daughter Millie also passes on the legacy of
storytelling to her own child. Just as Tbhbeichess did generations before,
Millie weaves a story of OEIl Salvadorian drummerO to compensate the
stigma of her fatherless fiwgearold son (165). This insular history of
passing on the myimaking, which Hancock relates to the Omatrilineal
residueO #t makes womenOs lives remain undisclosed (19), has become a
mythic discourse in womenOs lives that constrains the possibilities of
narrative expression.

From this perspective, MillieOs narrative has contradictory double
forces: the exposure of the didtog power of mythmaking, the constraints
of which she finds difficult to break from; but the world of fantasy and
dreams, its otherworldliness embedded in and yet exceeding MillieOs
narrative, becomes a site of opening up possibilities of coming to watims
the repressions of the legacy. Millie exposes her own imprisonment within

such cyclical patterns of legacy through the accounts of her dream:
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| dream of water all the time. I0m floundering off the shore, or bursting towards
the surface for air, owrestling with a black swan trying to drag me under. |
have not yet emerged triumphant from those lakes of the night. Sometimes |
think | wear Owl Lake like a caul around my chest to protect me from all that
is good and hopeful and worth pursuing. And ocoafident day when | am
considering a first shaky stop towards something within my grasp, the caul
constricts and | am back and Owl Lake. (184)

On a level, MillieOs account of the sense of imprisonment within the frozen
stances of legacy, nhow expressachar continuous return to Owl Lake, can

be regarded as a projection of the playwrightOs position. Both of Millie and
Carr are enchained to the force of various mytiking practices and yet,
without returning to the very site of enchainment and withdiihgeand
performing loss and false legacy, the breaking away from it may not be
possible. With regard to the issue of belonging through narrative arts,
Hancock writes that,in the context of Irish literary tradition, the
enchainment explored in CarrOs/ptaghtbe an expression of Irish female
writersO general experiences as an Ooutsider in [their] own national literature
[E] faced with a mythic culture that misrepresents them, as well as with the
silence of their foremothers (a silence that leads legatygcome infected
rather than healing)O (23). Hancock maintains that OCarr is perhaps
expressing her own artistic inheritance through the damaged psyches of her
characters while she herself attempts to recreate -envigion female
creativity by empowerig herself through her playwriting® (23). HancockOs
reading of CarrOs drama, then, seems to place Carr as a playwright who
exploits, rather than recognising, the peril of womenOs position both in
cultural discourses and literary traditions in Ireland ideorto empower
herself. Echoing Victor MerrimanOs contention that CarrOs plays (though his
focus is onBy the Bog of CatsE)serve the taste of the global and
neocolonial elite by Ostag[ing] Ireland as a benighted dystopia® (Merriman
1999: 312), HancockOeniinist reading of The Mai expresses her
dissatisfaction derived from the playOs Onihilistic ending [that is]
disappointing and expos[ing] CarrOs own culpability in the cycle of
repetition and motheblaming® (24). HancockOs criticism reflects on a
feminig expectation that a female writer should Obreak away from the grip

of the patriarchal pastO (24) and move Obeyond myth into a new, more
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positive creative spaceO (25), which is to say that a female writerOs burden is
in her right and obligation to configaia (utopian) vision about how things
should be, an expression in itself of Ounlivable® condition of the present.
Given the paucity of women playwrights accommodated at the stage of the
national theatre, this feminist expectation imposed on CarrOs draota is
surprising. However, the quality of Oa new, and more positive creative
space® Hancock demands is rather obscure: would it mean that the dramatic
world should be the one in which characters overhaul patriarchal influences
and create revolutionary bandamongst female characters, based on the
playwrightOs positive acknowledgement of her foremothers?

Even though Carr did not mention any Irish women playwrights in
her lecture entitled ODealing with the DeadO at the Peacock theatre in 1997,
the world offantasy, as iffhe Maj written by a woman playwright, was
once acknowledged by the national theatre: Teresa DeevyOs one act plays
such asA Disciple(1931) andThe King of SpainOs Daught#®35), as well
as her full act playatie Rochg(1936). These plys by CarrOs foremother
feature young women protagonists who are caught within the mythic visions
that national discourses reiterated through the regulation of female body. In
the realm of social myth where women cannot accommodate themselves,
Deevy creas female characters who attempt to break away from the
constraints of law and social regulations by means of daydreaming or
fantastical identification with the other. Although their attempts to find
inner security or freedom are not easily realised, Hrdaktical stories
function to indicate the conditions of the marginalised in society: that is,
how the marginalised people create the world of fantasy in order to deal
with the sense of alienation and dislocation.

Here lies the value of MillieOs naivatasa site of opening up
possibilities of coming to terms with the realm hitherto dem¢de social
constraints and legacy that stifles womenQOs search for home (self). Though
admitting that the ghosts of the male dead such as Samuel Beckett, Eugene
O®leill, and William Shakespeare haunt CarrOs drama, it does not seem
very fair to regard her work as Owounded by mythO (Hancock 2005: 24).
Alice Rayner, a performance theorist, who is also haunted by male ghost
theorists such as Herbert Blau (1982), Jodepdch (1996), Marvin Carlson
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(1989), and Richard Schneider (2001), writes th§g]h@sts hover where
secrets are held in time; the secrets of what has been unspoken,
unacknowledged; the secrets of the past; the secrets of the dead.O (Rayner
2006: x). Thogh her focus here was on the particular substance of
performance as ephemeral, RaynerOs acknowledgement of the importance
that ghostly figures effect on stage or in culture seems to explain what
CarrOs drama achieves: through the resurrection of altatftgr than the
restoration of order and harmony, which is brought to light by storytelling
and homeseeking, both the characters and the playwright open up the
uncanny gap of the regenerative power of myth, and perhaps only in such a
gap, in the thresholdoors and windows, we can deal with our prejudices

without claiming our home (self) and narrative as normative.

Portia Coughlan PortiaOs Malady

My focus here is on the character of Portia, the eponymous
protagonist of CarrOs 1996 pl®prtia Coughlan,whose existence is
simultaneously characterised by her will to death and by the fact that she is
unable to die. The play features PortiaOs life and death as happened on two
consecutive day® her thirtieth birthday and the following deadtiay.
Haunted by the ghost of her twin brother Gabriel who drowned himself in
the Belmont River at the age of fifteen but with whom Portia still feels an
unbreakable bond, Portia is incapable of leading a OnormalQ life as mother of
three sons and as wife Raphael. She has been consumed by the thoughts
of her brother and the longing for their reunion through death. PortiaOs
relation to the world without Gabriel is defined as an eternal imprisonment
as shown in her claim that she is Ostuck here for aflitgter(200). She
defines her existence in relation to the sense of OthrownnessO, which
facilitates her nihilistic desire never to be born: she is exiled and severed
from the world of complete selfhood by being born. Thus, she undergoes a
narcissistic regession desiring for the pleasure of oneness that she imagines
through a connection with her brother in the motherOs womb. Having been

born, for Portia, is a life sentence in which she has become a timeless being:
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she has been arrested into a frozen stafiside the passage of time,
negating her capacity for change or growth.

This analysis ofPortia Coughlanexplores how Carr relates the
protagonistOs sense of ontological crisis to the legacy of familial and
communal history. It draws a particular attentito PortiaOs emotional and
psychological landscape of impasse, defined by the moods of rage and
languor that derives from her insistence on the attachment with the lost
other. | trace, first, PortiaOs manner of living characterised by her vicious
languag@, transgression, and indifference to others as a disguise of her mood
of existence, that is, languor. Simon Critchley explains the concept of
languor in the experiences of Oboth the bodyOs limpness, its languid quality,
and time as distension, as strenghout, procrastinationO (Critchley 2004:
32). Portia is hypnotised and imprisoned by the desire for the dead brother
that is also a source of her sense of guilt and loathing. CarrOs
contextualisation of PortiaOs oeptychological crisis in relation to éh
familial and communal legacy and gender norms of the society transforms
the individual into the cultural realm. Thus, | examine how PortiaOs
melancholic attachment, the fictional possession of the lost other as a means
to reward her sense of absence,omgs the normality of dominant cultural
norms as constraining and denying the marginalised identity of society.
Then, | examine the implication of her staged dead body, the traumatic
materiality of death, which offers no release to both the community and
audience.

Portia wishes to die, and she finds it impossible to live through an
interminable string of Opointless daysO (203). This is PortiaOs malady, which
derives from her dilemma that she is riveted to life with the unbearable
weight of GabrielOs absendVhen the play opens, Portia appears in her
living room on stage,dishevelle® and OlegtokingO with &drink in her
hand); she is listening to the haunting song of dead Gabriel who
simultaneously appears Oat the bank of the Belmont RiverO (193ar&hey
described asnirror[ing] one anotherOs posture and movements in an odd
way; unconsciousty (193), reinforcing the idea of their twinship as sharing
each otherOs identity. Portia says to her husband Raphael: OltOs me birthday
today E Thirty Dhalf melifeOs overO (194). Rather than being a celebration
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of birth, beginning, or living, PortiaOs mood here delivers her sense of life as
Ocontinuing decayO (Sihra 2009: 170). PortiaOs birthday is doubly
overshadowed by death because it is an inevitable remofdeer twin
brotherOs death.

He wouldOve been thirty today as vilbmetimes | think only half of me

is left, the worst half E Came out of the womb holdin® hawaben God

was handinO out souls he mustOve got mine and GabrielOs mixed up, aither
that or he gave us just the one bedwais and it went into the Belmont

River with him. (2161)

PortiaOs setfonception is defined by her unwavering determination to
identify herself with Gabriel. The loss of Gabriel marks PortiaOs fractured
subjectivity; as much as the world has becomwetg to her, her own
existence is defined as unworthiness of Othe worst half®. Christina Wald
describes that PortiaOs attachment to symbiotic relationship with her twin
brother Oestablishes an androgynous Oanatomy of melancholiaOO (2007:
189). Wald argueshat Oby ascribing this androgynous anatomy to the
embryonic state before separation and sexual difference,0 CarrOs play
confuses Othe demarcation of separate bodies and troubles the binarism of
discrete sexes and gendersO (189). Wald notes, for exhmplepectral
presence on stage as well as other charactersO memories of Gabriel
illuminate him noAmasculine while Portia troubles femininity through her
melancholic inability to pursue feminine ideals of society.

This unruly anatomy of melancholia isdieal on one level since
Portia rebels against various gender expectations of society by deliberately
failing to fulfil them. Yet, it also indicates the impossibility of fulfilling her
narcissistic desire to achieve a prior connection with the dead hrathieh
is a cause of PortiaOs malady and abjection. As Portia is immersed in the
phantasmatic thought of unity as inherent in the relationship between her
and Gabriel, the mode of her existence in the world is an indeterminate
contentfree being, alreadghostly and absent, presented in her description
of her house as OcreakinO like a coffinO (207). PortiaOs mood fulfils the
quality of FreudOs melancholic: O[iln mourning it is the world which has
become poor and empty; in melancholia it is the ego i(4857[1917]:

246). The Freudian melancholic transforms the contradictory attitude

! Ho*



towards the lost other, desire and hatred, intols#ifed emerging from the
critical instance of the supego in the process of incorporation of loss.
PortiaOs sense offsas a remainder, that is, the OwbedfO remaining in

the world, is a source of the denial of her existence. Incapable of separating
her self from the other, Portia fantasises that by choosing death she can
escape the horror of separation and achiewats with the lost other/self.

Indeed, Portia articulates her wish to escape in numerous places. For
example, when she receivea freefoot white delft horg® for birthday
from her aunt Maggie May and uncle Senchil, Portia says, Ol may jump up
on him ad ride off on him one of these nightsO (198). But in actual reality,
she languishes torn between her longing to escape and the impossibility of
that possibility. This is revealed in the fact that she has never left her home
place, as Portia says to hefefrd Stacia that she O[would not] survive a
night away from the Belmont ValleyO (207). Paradoxically, when her wish
to escape (die) becomes her hope and anticipation, Portia is further drawn to
her inability to leave, the hopelessness of not being abldieto Thus,
Trench defines PortiaOs condition as a Onarcissistic crisisO in which she is
twinned to the threat of death on the one hand and to the threat of living on
the other, to Oseparation and belonging® (2010: 119). The mode of PortiaOs
existence furter complicates this doubkdged threat of life and death
because she has been already experiencing death (life defined as death),
which turns her deattirive ambiguous.

It is crucial that her life in the world is overlapped by her life in the
other world She wishes to die to achieve a reunion with her dead brother.
But her life is already experienced with the coexistence with him in her
mind. PortiaOs attachment with the landscape then highlights her otherness.
She says to her father Sly who demandsshatforget Gabriel: OThere is no
corner of any of your forty fields that donOt remind me of Gabriel. His nhame
is in the mouths of the starlinOs that swoops over Belmont hill, the cows
bellow for him from the barn on frosty winter nights. The very rivls tae
that once he was here and now heOs gone@)(dhaher account, Gabriel
is immanent in every part of the Valley in which Portia stays
undistinguished with him. Gabriel is dead but not dead yet; Portia is not
dead but dead already. By identifyingtlwthe landscape, Portia assumes
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the Valley, the home for the dead and memories of the dead, as an
alternative existential OhomeO distinguished from the OlivinO hellO (222).

Preserving the elements of unknowability, death, and memories, the
landscape expands into a space that embraces the fluid, evasive,
uncontainable, unruly, marginalised existence that disrupts existential
stability: the sense of self and real is confoundgith otherness, which
allows the mode of living as continued suspension between borders. This
quality of landscape is then linked to PortiaOs sense of horror of continuation
with no promise of finality or fixity. In this interminable series of
experience bexistence as dying not death as finalityp Portia languishes
with fear that death might not exactly produce an escape from the burden of
life, but rather a prolonged life. The fear of death as-fneedom is
illuminated in PortiaOs ambiguous articolatdf death wish: OWhen | lie
down at the end of another impossible day, | pray for the #@e(214).
Margaret Maxwell draws attention to the elision of PortiaOs statement and
explains the implication of it: OThis truncation engages both with PortiaOs
desire for, and fear of, death. The elision foregrounds both the unbearable
weight of life [E] and the unspeakable quality of her wishes for deathO
(Maxwell 2007: 419).

PortiaOs consciousness of her death wish derives from her fear that
death might be theepetition of the same, prolonged life. As Portia is drawn
more to death, greater is her sense of uncertainty of death as freedom from
life. Thus she confesses to Maggie May, OBefore | was always sure, was the
one thing as kept me goiBMow | donOt knowrg more, and yet | know
that somewhere he lives and thatOs the place | want to beO (240). As Kelly
Marsh notes, Portia knows that Odeath can provide no respiteO (2011: 129),
nor a release from life as she declares that she will keep coming back to the
Belmont Valley even after her death: OIOIl be cominO here long after IOm
gone. 101l lie here when IOm a ghost and smoke ghost cigarettes and watch
ye earthlinOs goinO about yeer pointless daysO (203).

PortiaOs fear of repeating the same, of continuing toirliviee
condition of loss and horror even after death is, thus, closely linked to her
wish never to have been born. The existential nihilBrthe mode of

existence in dereliction with no promise of liberating sense of dBath
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appears in extreme forms afdifference/languor and violent rage on the
one hand, and in ambiguous feelings of love and loathing for Gabriel on the
other. Her indifference twinned with rage is manifest in her mockery of the
world (community and individuals): the world without Gabigh joke for

her evidenced in her claim, Ohow can everyone be alive and not him?0
(241). As all of her existential gravity and seriousness is focused on Gabriel,
Portia melancholically turns all others into comedy, which entails the verbal
and physical #iack on others. However, the fierce attack on others is an
expression of her selfatred and rejection of belonging to the prosaic world.
Portia even turns the haunting of Gabriel into a kind of comedy: OCanOt ya
leave me alone . . . Is heaven not selp\after all? Are its streets not paved

in alabaster and gold? Do the angels not sit drinkin® coffee and pruninO their
wings along the eternal boulevards of paradise?O (235).

The most startling moment of her rage/indifference is when she
expresses her & of harming her children. Doing nothing for them, being
indifferent to them is the only way of saving them from her rage. She says
to Raphael:

When | look at my sons, Raphael, | see knives and accidents and terrible
mutilations. Their toys is weaponsrfme to hurt them with, givinO them a
bath is a place where | could drown them. And | have to run from them and
lock myself away for fear | cause these terrible things to happen. Quintin is
safest when I0m nowhere near him, so teach him to stop whinfaér fo

dash his head against a wall or fling him through a window. (233)

In a sense, it is an articulation of her ontological fe&er tragic view of
life as curse. PortiaOs aggressive account bears on her tragic sense that Oshe
has already damagedete children by bringing them into the worldO
(Marsh 2011: 130). As Marsh asserts, O[Portia] is weighing how to hurt
them least [E] by allowing them to live free of her influence or by taking
them out of the world altogetherO (130): a dilemma of Portimciber
similar to that of Hester who takes her daughterOs life in order to protect her
from repeating the curse of life.

The source of PortiaOs rage/languor (her drive for destruction) and
her ontological crisis (hatred of herself and life) becomes maemeifest
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when PortiaOs tragic sense is linked to the family history of incest. Towards
the end of the play, Portia reveals to Raphael the nature of the bond:

me and Gabriel made love all the time down be the Belmont River among
the swale, from the age afé [E] But | think we were doinO it before we
were born. Times | close my eyes and | feel a rush of water around me and
above we hear the thumpinO of me motherOs heart, and-twafed, anis

foot on my head, mine on his foetal arm, and we donOt knoeh whiis

the other and we donOt want to, [E] all the world is Portia and Gabriel
packed for ever in a tight hot womb [E]. (254)

PortiaOs description of the primary, semiotic, bond that transcends the
relationship in the symbolic realm is transformed indomething
pathological: the incestuous desire has been passed down to her in blood by
her parents. They are also a brother and a sister Oborn within a month of one
anotherO from different mothers (244).

A motif of blood is recurrent through the play irder to highlight
the hatred of otherness and the anomalous repetition of theBshisiery
indefinitely repeating itself, which is also manifest in PortiaOs imitation of
GabrielOs death by choosing to die in the exact spot of the Belmont river
where Gabegl drowned himself. PortiaOs grandmother Blaize confronts
Marianne, PortiaOs mother: OWe donOt know where ye came from, the
histories of yer blood. [E] ThereOs a devil in that Joyce blood, was in
Gabriel, and itOs in Portia too. God protect us from thak-byed gypsy
gribe with their black blood and their black souls!O (215). BlaizeOs rejection
of otherness, however, reveals further the anomaly of family emerging from
the cyclical history through the maintenance of the same manifest not only
in BlaizeOsollusion in the incestuous relationship between her own son and
Marianne; Blaize is also a product of incest as Marianne reveals: OOne of
the inbred, ingrown, scurvied McGoverns. They say your father was your
brother!O (215).

The fact that Portia and Gael are products of incest is linked to the
sense that they were born in error, the undesirable beings of society, placing
them in the realm outside humanity. Maggie May asserts, OYoung Gabriel
Scully was insane from too much inbreedinO0 (245). The heivigier
their parents as well. Their father Sly describes Gabriel as Ono human child
but some outcast from helld (230), and for Marianne, Portia looks like
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Osome evil goblin perched up there glowerinO at meO (248). Portia and
Gabriel are regarded as endibnent of disorder and threat to normative
bodies and values of society.

carrOs engagement with incest, thus, gains its cultural and political
significance beyond the articulation of ontological crisis. Rather than
approaching the incest taboo with theslef moral tale, CarrOs focus seems
to be in the exploration of process in which the marginalised are rendered
Onoruman® others and stigmatised against by dominant communal norms.
Although the repeated occurrence of traumatic family history becomes
pathdogised, the inwardness (Oone of the inbred, ingrownQ), characteristic
of the family history, is rather an indictment of communal collusion in the
exclusion and pathologisation of otherness. This is apparent in the
communal understanding of the legendtw# Belmont river, which a local
man Fintan delivers: OMiss Sullivan used to tell us in school [E] wasnOt it
about some auld river God be the name of Bel and a mad hoor of a witch as
was doinO all sorts of evil round here but they fuckin® put her in der pla
by Jaysus they didO (219). But PortiaOs story corrects FintanOs understanding
as she says that the legend is about the communal hatred of difference
resulting in a cruel sacrifice of a girl. For Portia, this history of hatred and
brutal exclusion embel@d in the legend sustains the quality of community
as Odungen of the fallen worldO (219). FintanOs description of the legend
points to the way in which Othe psychodynamics of culture and community
remain fundamentally the sameO (Bracken 2016: 44) byhiatjato the
stereotypes. As Bracken points out, Portia acknowledges how the
community maintains itself through repetition by addressing Oa phallic
economy in which the law of the father regainsO (44). Portia says to Maggie
May: ORaphael. Only thing Raphkebws be how to make money and then
how to save it. Same as DaddyO (39). Prefiguring the Celtic Tiger boom in
the later years, the play frames Oa cultural moment in which economic value
and the mechanisms of consumer trade are at the forefrontO (Bragken 2
44). portiaOs indifference, or even disgust, in the materialist world as seen in
her OdismayO at a diamond bracelet, PortiaOs thirtieth birthday present from
Raphael, distances her from such a framing.
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PortiaOs languor/rage, emerging from her attachment with Gabriel, is
also a site in which Carr articulates her feminist voice. Facing RaphaelOs
blame for her neglect of children and house care, Portia says: Ol never
wanted sons nor daughters and | nevetgnded otherwise to ya; told ya
from the start. But ya thought ya could woo me into motherhood. Well, it
hasnOt worked out, has it? YouOve your three sons now, so ya better mind
them because | canOt love them, Raphael. IOm just not ableO (221). PortiaOs
open rejection of motherhood disrupts traditional perceptions of
womanhood that, as Sihra remarks, has been Oofficially located within the
home since De ValeraOs 1937 Constitution where the words Owoman® and
OmotherO are, to this day, used interchangéahiy®2007: 211).

By the time the play was premiered, with the economic boom
Ireland had undergone a rapid change in sexuality and gender related
legislations: for example, the decriminalisation of homosexuality in 1993
and the repeal of the ban on diwerin 1996. While CarrOs play speaks to
the Irish feminist determination to challenge the position of women in both
reality and discourse, her dramatisation of Portia in the contemporary
context reveals that the perceptions of femininity are still deiegiained
in the domestic care and motherhood. Carr points out the illusion that

regards the maternal as natural trope of love and care:

I donOt think the world should assume that we are all natural mothers. And
it does [E] The relationship between pateand child is so difficult and so
complex. ThereOs every emotion there. We mostly only acknowledge the
good ones. If we were allowed to talk about the other ones, maybe it would
alleviate them in some way. (Qtd. in Sihra 2007: 211)

At the same time, Cdbs characterisation of Portia as caught by
emotional/ontological stasis also reflects the conditions of Haeping
women Odoubly penalisedO by the lack of mobility and positiversejé

in the era of speedy modernization (Cronin 2002: 62). If stasmnisidered

in the modern world to be Ostigma® in CroninOs terms (62), CarrOs
engagement with PortiaOs condition stigmatised by stasis in blood and
emotion illuminates well the conditions of the marginalised women with no

status outside home.

! #'&



The portrayh of mother figures in the play illuminates CarrOs
conscious subversion of the existing perceptions of motherhood. For
example, Marianne is a mirror figure of Portia as mother who can do
nothing for her own childreff.Maggie May, a surrogate mother for Bay
is far from the depiction of idealised mother figure. She has a reputation as
Oan old prostituteO; she appears wearing a Oblack mini skirt, black tights,
white high heels, sexy blouse, loads of costume jewellery, [and a] fag in her
mouthO (195). Witla resonance of excess in drag performances, Maggie
MayOs appearance is Oat the same time a critique and an overcoming of the
situation she represents as OfemaleO and prostituteO (Trench 2010: 121).
Entering on stage with her husband Senhil, portrayed al$ & size of
her, skinny, fussy, lovelyO and proved to take a role of nurturing woman
(195), the couple Obrings gender subversion to parodic lengthsO (Trench
2010:121).

PortiaOs inability to keep up with traditional womanhood is instantly
linked to herotherness. Her mother Marianne says, OYouOd swear you were
never taught how to hoover a room or dust a mantle; bloody disgrace, thatOs
what ya areO (209). PortiaOs existence (what she is) is measured by her
ability to manage house chores, and her emotios#dbility (her excessive
attachment to Gabriel) is associated with the level of abnormality caused by
the neglect of her duties as revealed in MarianneOs assertion: Olf ya passed
your day like any normal woman thereQd be none of this!O (211). PortiaOs
rejection of home in that sense is a rejection of the domestic melancholia
(the incorporation of the established social norms into the hierarchical
gendered roles within a family), the rejection of the diminished world as an
integral space for womanhood.

However, PortiaOs resistance is not defined as a radical subversion of
dominant norms. The quality of PortiaOs subversion, characterised not as
progressive resolution but as immersion into the continuation of liminal
identity, culminates in the moment ofrhdeath. This powerful moment,

which abruptly disrupts the linear progress of the plot by its insertion in the

“>Portia to her mother: ODonOt you bluster in here and put a death with on my sons just
because you couldnOt save your own. My sonsOll be fine for if | do nothin else | leave them
alone and no mark is better than a blankO (210).
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middle of the play, brings to centre stage the romanticised trope of the
feminine death by water often linked to the motif of cleansing, puaitg,
rebirth. Carr appropriates this mythical trope of feminine death in order to
unsettle Othe iconography of the tragic dead female body as a silenced
victimO (Hill 2009: 50). Act Two begins with a pulley lifting the dead body

of Portia from the river suounded by the other characters:

By the Belmont River. Evening. A seatligiit swoops around the river. . .

a pulley raises Portia out of the river. She is raised into the air and
suspended there, dripping water, moss, algae, frogspawn, waterlilies, from
the river. [E] Portia wears only a slip. No one moves, transfixed by the
elevated image of the dead Portia. Senchil takes off his jacket, tries to
cover her; sheOs too high, jacket falls, suspends on her foot, hangs there.
Hold a couple of beats. Then lowmulley.(223)

The image of PortiaOs dead body, the startling mess of it detailed in water
remains covering her body, defies the romantic description of female
corpse: in contrast with the atmosphere of The MaiOs dead body held by her
husband in ghostlyights, the presentation of PortiaOs dead body in the
public view delivers a sense of her total rejection of the community values.
PortiaOs defiant body, elevated high and out of reach, even has the authority
of silencing the other characters on stage wshinescapable presence.
Traditionally, the materialisation of a corpse involves a process of
objectification: the body is stripped of human subjectivity and complexity
and conceptualised into fixity and reification. This process is to give a
recognisald form to the unknowable (deatB)an antidote to the fear of
otherness that is outside the horizon of rational subject. Elizabeth Bronfen
explains the conceptualisation of death through the female body in relation
to gaze: by making something presentight the subject achieves security

and empowerment. If this is the case, something absent from the sight
Operturbs and questions power. [E] In the case of the feminine corpse and
the portrait of a deceased woman, the-wisible is given figure, visible
presenceO (Bronfen 1992: 123).

The representation of PortiaOs dead body subverts the traditional
dynamics of gaze in relation to power. PortiaOs dead body, instead of giving
in to the representational patterns of the female body, disturbs the gaze by
insising on the continuation of her subjectivit) the rejection of
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containment through the wilful display of the body and the refusal of being
covered and hidden from sight. The dead body as corporeal presence rather
freezes the gaze and transfixes the moveroénhe spectators on stage,
evoking a sense of discomfort. If the materialisation of the dead body is
traditionally associated with the stabilisation of the order, engendering Oa
stable relation between subjects and objectsO (Bronfen 1992: 6), the
presetation of PortiaOs dead body disturbs this boundary that separates the
dead from the living. Moreover, the presence of Gabriel unseen by the
characters further complicates the representation of the female dead body as
a means of fixing the unknowable othess to the realm of knowledge. It is
GabrielOs ghost who claims the possession of PortiaOs dead body in his
triumphant voice, which is the realisation of his vengeful words that he will
keep coming back until he has Portia. Its uncanny resonance wita@®ort
claim for the return after death resists the closure through a representation of
death (whether mythical or ritual) that transforms traumatic experiences of
loss into a proper mourning of separation, placing the dead outside the
realm of the living.

This display of PortiaOs dead body points to the encounter of
theatrical and discursive performativity. On the one hand, the embodied
presentation (theatrical performance) of the dead body transgresses and
resists the values of community and society. Oa tther hand, the
performance of PortiaOs death deconstructs the rational and stable subject
position whereby the subject draws boundary between self and other. The
encounter generates a site of Oliminality,0 a mode Oof embodied activity
whose spatial, teporal, and symbolic ObetweennessO allows for dominant
social norms to be suspended, questioned, played with, transformedO
(McKenzie 1998: 218). The performative moment of exposure of PortiaOs
dead body to the public view reveals the communityOs illusistaluifity D
fantasy that they can marginalise otherness by separating and containing it.
The combined presentation of PortiaOs dead body with GabrielOs ghost also
expands the scope of community into a broader landscape of existence, as
the ghosbody (PotiaOs attachment with otherness) breaks narrow
boundaries between living and dead. However, Carr does not provide a

simple resolution: the subversion of domestic melancholia is predicated on
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PortiaOs seiflienation produced by the attachment with othesrasher

than the norms. Moreover, while her identification with the landscape
achieved through the sublime moment of immersion into water accentuates
the potential possibility of escape from and subversion of constraining
forces of norms, it is far fromeh triumphant achievement of defeating the
limitation of life. Emphasis on GabrielOs presence both in the scene of
PortiaOs death and the final scene of the play illuminates PortiaOs death not
as a complete liberation but as the continuation of the poyweanaics of
associative domination. CarrOs final voice goes to Gabriel ascined®f
GabrielOs voice, triumph#&ht (255), which overwhelms and subsumes
PortiaOs voices. The constant reappearance of the dead in the authorsO drama
is a sign of no escape from the lost other, the dead, and the pRsttin
Coughlan the ghost returns to fulfil PortiaOs fantasy of ogn with the

dead. And yet, the ghost, who possesses PortiaOs past, present, and even the
future, reveals repeated stories of fight for dominance complicating the

protagonistOs final act of merging with the fantasy.

By the Bog of CatsE Encountering the Other

While explaining the phenomenological appearance of the Stranger,
Richard Kearney and Kascha Semonovitch note in a collaborative book
chapter that Othe Stranger occupies the threshold between the Other and the
ForeignerO (Kearney and Semonoviffll: 5). It is a realm in which
boundaries of identity and geography are at once divided and obscured,
displaying dynamics of concealing and revealing, knowable and
unknowable, visible and invisible, inner and outer, or presence and absence.
Situated in sch a dynamic of unsettling ambivalence, the Stranger Ois
doubledO as it has Otwo sides of the same visageO as the Foreigner and the
Other (5). The Foreigner is a named and legible stranger who is no longer
surprising or frightening as it has been Ocliasf or assimilated into the
realm of the Same: it is now placed within oneOs own horizon. Whereas, the
Stranger as the Other continually evades oneOs recognition and kndvledge
Othe unnamable in its alterityO continues absenting any attempt to see its
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face (6). From this phenomenological perspective, then, the locus of the
Stranger marks both loss (through reduction) and otherness (through
excess): the double of representational presence and evasive absence, the
liminal conjunction between the living anthe dead, and the familiar
unfamiliarity. At the same time, the experience of encountering the Stranger
reveals a precarious position of self located between epistemological
violence and vulnerability: the act of underpinning the Other in the mode of
self (within the horizon of the selfOs totality) is thwarted by the evasive and
uncontainable alterity of the Other effecting a loss of ontological selfhood.

CarrOsBy the Bog of CatsEdramatises this experience of
encountering the Other at the edge of knogéedly featuring the conflict
between a Traveller woman Hester Swane and the settler community, which
underscores the cultural and psychological forces hovering over the
marginalised boggy landscape of the Midlands of Ireland.

In this discussion oBy theBog of CatsE,| focus on loss issued by
the dynamics of the self/other relationship, exploring it in relation to land
ownership and memories played out in the dramatic work as critical to
individual and communal production of melancholic selfhood. CarrOs
dramatisation of land ownership and memories as central to the construction
of identity brings to the fore the idea of belonging, an affective term that
defines the mode of dwelling in the world through the lens of desire and
identification moving beyondrdological sense of being (Bell 1999: 1). The
communityOs obsessive ownership of land entailing their intolerance of
otherness triggers the brutal rejection of Hester, which in turn reveals their
own cultural locus, alienated from the national processlmruand global
modernisation in the Celtic Tiger era. Distinguished from the communityOs
claim for territorial ownership, HesterOs mode of belonging involves the
embrace of her nebelonging transcending the restricted sense of home and
preserving the mahcholic ambivalence of the other as double. HesterOs
continual oscillation between the bog and her settled home marks her
particular status of belonging and selfhood that challenges communal act of
boundarymaking.

HesterOs selfhood as homelessnessiesenting both loss and
otherness, is reinforced by her blood identity as Otinlgy@hé Bog of
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CatsE 1999: 289)° and fragmentary memories of her mother which she
believes are saturated in the swampy Bog of Cats. HesterOs unyielding
identification wih the landscape then comes from her desire to explore her
selfhood by excavating memories preserved in it; the identification also
transforms her blood identity from a reduced idea of her as tinker into the
realm of myth, invoking a sense that Hester isharacter larger than
ordinary human beings. She is part of the landscape as manifest in the
legendary episode of her birth, nurtured in the lair of a wild swan named
Black Wing.

This analysis oBy the Bog of CatsEargues that loss issued by the
repressin of otherness can never be absolute, as the repressed alterity (but
never to be containable) continually returns transforming selfhood into an
uncanny being. This ineffable bind with otherness is characteristic of
melancholia of both Hester and the conmityy Hester is attached to
otherness of her past memories, characterised by loss and absence because
of the abandonment by her mother. Although Hester cannot fully grasp the
meaning of it, she vehemently desires to keep the lost other alive in herself
in the form of memories. Whereas, rather than a sense that they lost
something, the community is bound with anxiety that they will lose a
OauthenticO sense of self with too much contamination from otherness.
Therefore, the communityOs colonisation of landttaadther is to exorcise
the melancholic bind with otherness, projecting all negative features onto
Hester and classifying her in the register of familiarity to strip her (and the
landscape) of uncomfortable and fearful elements. The communityOs
accusatio of Hester as possessing Oa black art thingO (324) is also an
attempt to diminish and grasp otherness in their realm of knowledge.
However, both the landscape and Hester evade the communityOs self
claimed ownership as their indeterminateness transcendsateempt to
grasp their meaning and use.

A historical dimension of the communityOs attachment with land
disavowing otherness comes from postcolonial IrelandOs construction of
particular bind to place in an attempt to overcome the dislocated sense of
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identity. Setting a psychological process ofspfaicement caused by
colonisation of land and otherness in the contemporary context of Ireland,
CarrOs play challenges the nationOs nostalgic construction of place as
preserving purity of national identity as well as the mechanism of anti
nostalgia that &&mpts to evict otherness of the past through the imyth
making of progressive growth. Moreover, the play reveals that symptoms
of individual and social degeneration or regression are endemic to
modernity of postcolonial Ireland. These symptoms are progacedrding
to Geraldine Moane, by the postcolonial nationOs submission to patterns of
domination. Moane argues that postcolonial Ireland is characterised in terms
of ambivalence that emerges from its internal investment in colonialismOs
violation repeatig the patterns of domination (race, gender and class
inequality) and vulnerability to domination by external forces (global
capital) (Moane 2002: 112).

| argue that this submission to repetition of domination patterns
consists of postcolonial melanctali CarrOs play thus dramatises the
vehement and destructive return of what has been lost in the dynamics of
domination and exclusion. Carr states in an interview regarding her

dramatisation of Hester SwaneOs rage:

The rage of Hester Swane is terrifyirig] [The rage doesnOt come out of
nowhere. The rage comes out of being said no to just one time too many,
where you should have been said yes to, if the world was fair. And youOre
into conversation about parity here, and equality. If society is always
sayingno to you, that rejection has to go somewhere. It turns dark, and it
erupts then [E] ThereOs lots of men raging around the place, too, but male
rage has a different quality. ItOs less-detftructive. WomenOs rage turns
inward most of the time. How wondeal to be able to burn down the
whole world. Even if it is only a stage. Revenge. (Maleriggh Times
August 22, 2015)

In CarrOs view the social and cultural loss is profoundly gendered. HesterOs
cultural identity as both woman and Traveller, therljvdes a sense of
double dispossession issued by the postcolonial nationOs efforts to dominate
and control the territory in the metaphor of female body and sexuality.
HesterOs homelessness (or her locus as part of nature and environment)
exposes the postiomial nationOs discriminatory discourse that posits the
gendered other as object that tests the national morality. In this sense, CarrOs
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rewriting of land ownership in relation to memories of the nationOs forgotten
other is to illuminate the forces of tlsther that continually undermine the
fixed understanding of the present self. The eruption of ghostly other with
terrifying emotional forces obscures the illusionary promise of the-short
term future and disintegrates the discourse of modernisation, its
understanding of time that the past can be overcome by the growth.

The struggle over the land ownership in the play revolves around the
communal event of CarthageOs wedding to Caroline, daughter of the
landowner Xavier Cassidy. As the play unfolds, Carthlage just joined
XavierOs plan to evict Hester from her home in the bog. Despite HesterOs
claim for the impossibility of separating from the bog because it is the only
world to which she belongs, the hostility against Hester alienates her under
the rubric & the foreign other who deserves to be denied and excluded. The
intolerance to Hester is most blatantly delivered by CarthageOs mother Mrs
Kilbride: OIOve had the measure of you this long time, the lazy shiftless
blood in ya, that savage tinker eye ya tompeople to frighten thed O
(312). Thus, the eviction of Hester from the life of family and community
illuminates the social disavowal of foreign other at personal and institutional
levels, originating from the fixed understanding of others in ternisoafd
identity*’

Set against the communityOs possessive attachment with the territory
entailing amnesia of its own peripherality and closure to acceptance of the
marginalised other, HesterOs landless position embraces evasiveness through
her unruly crossigs of time and space. In many ways her homelessness has

semblance with CatwomanOs sense of ownership of the bog.

CATWOMAN: | know everythinQ that happens on this bog. IOm the Keeper
of the Bog of Cats in case ya forgotten. | own this bog.

HESTER: Ya owmothin® Catwoman, except your little house of turf and
your hundreebdd mouse traps and anythinO ya robEO (271)

In contrast with the territorial ownership, the way of QowningO the bog for
both Catwoman and Hester seems to be a practice of disposseshioy it

*"Hester and Carthage were never actually married although they have been living together
for fourteen years and have a daughter between them, which represents HesterOs refusal of
traditional convention of Irish community and provides the community withnaesoent

reason to evict her.
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the possession of land but the movement in and with landscape (or ghosts
hovering the bog) defines their way of ownership, a reminder of Rosi
BraidottiOs notion of nomadic identity. According to Braidotti, nomadic
identity should not be regarded asfelessnessO in the usual term:
it [the nomad] is rather a figuration for the kind of subject who has
reIinquishpd all idea, desire, or nostalgia for fixity [E] The nomadic
subject [E] is not altogether devoid of unity; his/her mode is one of
definite, seasonal patterns of movement through rather fixed routes. It is a

cohesion engendered by repetitions, cyclical moves, rhythmical
displacement. (Braidotti 1994: 22)

Hester and CatwomanOs particular ownership of the bog moves beyond the
fixed idea of belonmg and home. Their connectedness to the bog and its
cyclicality also emphasises their belonging in the liminal space that is
defined by the continual return of ghosts like Ghost Fancier or JosephQOs
ghost: they are suspended between the living and the akadell as
between the past and the present. As they constantly cross the boundaries,
the communityOs constraining identity patterns fail to disempower them.
Rather, any laws imposed on them by the community are not of importance,
which is revealed in HésrOs act of Odiscarding® the contract about eviction
and compensation. Hester says, OBits of paper, writin®O, means nothinQ, can
as aisy be unsignedO (283). As Sihra observes, Hester Opersistently
interrogates the rhetoric of authorityO (Sihra 2009: 26a@bversively
mimicking and deriding the utilitarian exploitation of the other.

However, HesterOs liminal status suspended between the living and
the dead also indicates that her precarious sense of self emerges from her
attachment with the motherOs absence. Although the stage is crowded with
the characters and dense with emotionatds, the real protagonist of the
play is absent on stage: HesterOs mother Big Josie. It is Big Josie who
continually haunts HesterQOs life, defines her sense of loss, and triggers a
series of violent actions such as the murder of Joseph. As it turnsestey H
killed him out of jealousyb he possessed Mother who had been always
evasive in HesterOs fragmentary memories. Sihra takes this point drawing on
the theatre program for the 1998 production of the play, which features Oa
photograph of a child held ithe arms of a blankedut mother figure.
Denoted by a white void, this ngmesence, Big Josie Swane, is the
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protagonist of the playO (2009: 258). To a crucial extent, Hester resembles
Portia in the sense that both of them experience excessive rage gierivin
from their longing for a union with absent figures of mother and twin
brother respectively. They are both hypnotised by haunting figures that they
at once love and loathe; they become alien to themselves because their
existence is experienced as pressgent and inauthentic. Hester is
plagued, she says, by Oa longinO in me for her[mother] that wonOt quell the
whole timeO (275). For Heseter, to remember her mother is essential in
granting some sense to her own identity, and Hester is caught by thé fear o
forgetting as she says to JosephOs ghost: OEvery day | forget more and more
till IOm startin® to think | made her up out of the airO (320). HesterOs fear of
forgetting is linked to her awareness that memory is never complete and that
she is attached tohé created memory of her mother. Just like Portia
violently reacts against any narratives that threaten her sense of attachment
with her dead brother, Hester also clings to the illusionary memories that
she stitched together in order to overcome her fadrdespair emerging

from the evasive nature of memory.

It is Monica who asks Hester to face the truth of her waiting: O[E]
this waitinQ is only a fancy of yours. Now | donOt make out to know anythin®
about the workinOs of this world but | know this mitctionOt yield aisy to
mortal wishesO (324). MonicaOs remark is a warning to Hester that what is
happening in this world is not to be grasped by the desire for the definite
knowledge of the self. It is only a mortal wish that Hester clings to, the wish
tha she can end the cycle of waiting by possessing the mother through a
subjectively constructed memory of her. HesterOs tragic act of taking her
sevenyearold daughterOs life in the final scene of the play also comes from
her wish to end the cycle of waig, the legacy of separation and loss,
which Little Josie will possibly repeat. Being aware of imminent separation,
Little Josie says says to Hester: OMam, 10d be watchinO for ya all the time
Olong the Bog of Cats. I10d be hopin® and waitinO and pragit®réaurnO
(338). The painful awareness of repeating the legacy of loss and absence in
her daughterOs generation is a cause of the tragic murder of her own
daughter. As Hester is also aware that even death cannot undo the cyclicality
of history and tht death is never complete but another delay of finality,
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which she has learned from JosephOs ghost, she wails and says to Ghost
Fancier on his arrival to take HesterOs life: OYouOre late, ya came too lateO
(340).

Many critics regard HesterOs death agndffg: for example,
Bernadette Bourke considers that Carr Oreworks the folk belief in the earth
as grave and womb, that Oswallows up and gives birth at the same timeQ,
embracing and defeating death simultaneouslyO (Bourke 2003: 132). Bourke
maintains that Hester’s death is the “return to [the] natural element, to the
womb from whence she came,” to the bog (132). From this perspective, her
death is positioned in the cosmic cycle of continuity of death and rebirth.

The return to the natural elements, not as finality but as continuity of life, is
confirmed by Hester’s final words to Carthage:

Ya wonOt forget me now, Carthage, and when all of this is over or half

remembered and you think youOve almost forgotten me again, take a walk

along the Bog of Cats and dor a purlinO wind through your hair or a

soft breath be your ear or a rustle behind ya. ThatOll be me and Josie

ghostinO yaSpe walks towards the Ghost FangieFake me away, take
me away from here. ( 340)

HesterOs return to the bog involves hernat ghosting around the bog,
affirming death as Opart of a cosmogonic cycle of birth, death, and rebirth
into the landscapeO (Gladwin 2011: 392). Indeed, CarrOs compassion for her
protagonist is remarkable: unlike fortia Coughlanin which the grim
display of PortiaOs dead body illuminates the continuing dynamics between
rejection and possession of the female body, in this play Carr allows Hester
to perform her death througta @eath dancin@ (341) with Ghost Fancier,
transforming her selflestruction mto a sort of sublimational performance

art through which her pain is embraced.

CarrOs authorial sense of the repetition of colonialismOs violation in
the contemporary context of Ireland is manifest in her depiction of the
communityOs desire for maintecarof stability through the eviction of
Hester. To an interviewerOs question regarding a similarity between Portia
and Hester as Orepresent[ing] two haves of the one sphere,O Carr responds:
OYes that is true. Portia is beset by the internal, whereas Isedtdeated

by the external, although she also has some responsibility fEjoose to



make her a traveller because travellers are our national outsiders arenOt
they?dOMarina of the Midlands|sh Times May 4, 2000)Unlike Portia,
Hester as a Traveller woman is the definitive outsider of the nation, accused
of Othe illicit nomadismO in CroninOs words (2002: 59) and continually
alienated by settled communities. CarrOs embodied ghost (Hester) viciously
resists assimilation by the dett community, which she expresses through
the destructive act of burning the farmhouse near theottide play. As
Trench remarks, the act results from Oa cultural rage [E] against the
increased pressures to assimilate to dominant ways of community lifeO
(2010, 143). At the same time, Hester fulfils Oa destruction myth in the
cosmogonic cycleO, destruction by fire signifying total annihilation
(Gladwin 2011: 392): HesterOs rage thus moving beyond the cultural
implication brings up the mythical force tragstroys the communityOs hope

for regeneration and repetition of the control over the other.

CarrOs returned ghosts also allow the boggy land to appear as space
already and always inhabited by otherness with many visages of the
unknowable, and the commiy®s intimate proximity to land suggests that
their homeland has been already overwhelmed by ghostly apparitions.
While Mrs KilbrideOs remark essentialises HesterOs OtinkerO blood as
untrustworthy and threatening, she unwittingly confirms the protagenistO
claim that Oeverthin® [sheOs] connected to is hereO in the bog (273).
Throughout the play, the bog is portrayed as unknowable, Oalways shiftin®
and changinO and coddinO the eyeO (267) and potentially dangerous retaining
memories that the community is drk@to define or denies to acknowledge.

In his ecacritical reading of the play, Derek Gladwin defines otherness of

the bog as grotesqueness and maintains that O[t]he grotesqueness of the bog
issues, in large part, from its status as the unknown; the $og i
supernatural space that simultaneously epitomises the ineffable qualities of
nature and the worrisome aspects of what is most unknowable in ourselves
and the world around usO (2011: 390). Thus, to emphasise HesterOs
connection with the bog is to acceate HesterOs otherness as fluid like the
bog causing worries and fear, the indeterminate sense of something

happening in the absence of all knowing human beings, which is warned
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when the Catwoman, another grotesque spiritual figure, declares, OHester
Sware, youOll bring this place down by eveninOO0 (273).

This quality of exotic darkness that both Hester and the bog share in
common illuminates further their melancholic alterity that transcends the
communityOs stereotyped category. HesterOs othernesssrsdgegp from
the opening scene, an eerie and yet poetically visual scene, in which Hester
drags a dead black swan leaving traces behind them in the snowy and icy
boggy land. Revealed is that the black swan is both HesterOs surrogate
mother and herselfhe swanOs lair was a cradle for Hester when her mother
Big Josie abandoned her in it with a curse that OSwane means swan E That
child E will live as long as this black swan, not a day more, not a day lessO
(275). Thus, the opening scene, while foretellingt it is also her death
day, sets up HesterOs connection to the bog marking her belonging as both
here and elsewhere, which the communityOs reduction of her identity cannot
undo.

The mood that defines the community, then, is anhe mood of
not beng at home as something old and Igagiliar (the bog and the
tinker) continually returns as unfamiliar. At the brink of anxiety, that is, the
destruction that Hester might bring to the community, the inhabitants find
their escape from the anxiety in atter hostility towards her. Kearney and
Semonovitch note that O[t]he anxiety that provokes this sense-loéingt
athome is a mood that comes neither from the inside, nor the outsideO (4).
It is a mood that Oarises in betw&detween self and otherygst and host,
door and exteriorO (4). What is experienced at this threshold is the collapse
of the rigid boundary between self and other. As Freud explains, the self
becomes stranger to itself in the encounter of someone and something
concealed and repesd for a long time within itself. The communityOs
rejection of Hester, to this extent, is the rejection of experiencing the horror
of indeterminacy in which the certainty of self becomes disrupted. The
result is to project all negative and monstrous feastonto Hester, drawing
a dividing line between the tinker other and us in the settled community.

However, the encountering of the other, as Kearney and
Semonovitch note, Ooften triggers a double responseO not only of fear but
also of fascination (4). Thidouble response is well expressed in MonicaOs
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description of Big Josie: OShe was a harsh auld yoke, [who] came and went
like the moon . . . There was lots spent eveninOs tyinO to figure Josie Swane,
somethin® cold and dead about her except when sharshtieen | declare

yaOd fall in love with herO (323). MonicaOs portrayal of Big JosieOs
physicality Owith her big head of black hair and eyes glaminO like a cat and
long arms and a powerful neck all knotted that sheOd stretch like a swan in a
yawnO (323) ighlights Big JosieOs OexoticO life close to the natural
phenomenon who comes and goes like the moon. And although it is said
that the villagers admired Big JosieOs creativity as Oa song stitcherO (323),
such creativity, perceived in relation to fearfubmés Big JosieOs nature, is

not very separable for the villagers from HesterOs possession in Oa black art
thing®, causing them utter discomfort. Monica reveals: Ol was never
comfortable with her . . . sheOd make up songs for each occasion [of
funerals, wedings, christenings, birthdays and the harvest]. And it wasnOt
so much they wanted her there, more they were afraid not to have herQ
(323).

HesterOs identification with landscape also brings up the issue of
domination and subordination as both of themracdkiced to the realm of
geographical and cultural other to be managed and controlled. They are both
perceived as objectified resources for exploitation as illuminated by the
male charactersO economic and possessive tie to the land and their
patriarchal peception of women as a means to improve their economic and
social status. Carthage has settled in the community as an established farmer
with HesterOs help and now wants to increase his property holdings, social
standing and financial gain through his nege to Caroline. It is Hester
who understands the marriage as transaction which involves exploitations
measuring human beings in terms of commodity vaiéouOre sellin® me
and Josie [HesterOs daughter] down the river for a few lumpy auld acres and
notions of respectability . . . YaOll only ever be Xavier CassidyOs work
horseO (289). For Xavier, CarolineOs marriage is to fulfil his utilitarian
purpose to secure a lakdeper for his farm as he says, OWith [Carthage]
CassidyOs farmOll be safe, the naie@bne, but never the farmO (328).
Both Carthage and Xavier are skilled at the economic logic of accumulating
material wealth only to reveal the insular repetition of patriarchal
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domination over land and women as well as the resulting corruption of the
human relations. Hester sharply articulates the nature of exploitation in the
matter of marriage and settlement: OYou cut your teeth on me, Carthage
Kilbride, gnawed and sucked till all thatOs left is an auld bone ya think to
fling on the dunghill® (288). €hissue of settlement through marriage is
further problematised when Hester reveals that CarthageOs holding over
property was possible only with the money the couple stole after the murder
of Joseph, HesterOs brother. This revelation of excessive pastigsemo
involving murder and blood subversively illuminates the cruelty of sacrifice
required for the sense of settlement and ownership.

Marriage as patriarchal maintenance of domination is also manifest
in Mrs. KilbrideOs claim for the exclusive ownership family and
community identity. As a domineering and manipulative figure, Mrs
Kilbride attempts to overpower people around her and most successfully
does so with seveyearold Josie. Claiming the exclusive ownership of the
family name, she says to Josi@®You are a Swane E YouOre Hester
SwaneOs little bastard. You are not a Kilbride, and never will be® (279).
HesterOs family name associated with the swan represents her illegitimacy
and ominous Oblack magicO. What Mrs Kilbride rejects is HesterOs blood,
ard the issue of assimilation is delivered in the link of violent separation.
She maintains, OMe and your Daddy has plans. WeQll batter ya into the
semblance of legitimacy yetEO (281). This work of making Josie a
legitimate child involves the complete bamsimt of Hester and her
permanent separation from Josie. However, Mrs KilbrideOs manipulative
power is significantly undermined by her senile grotesqueness. In numerous
scenes Mrs Kilbride is a source of comic relief that involves a deformation
of her intrgection of social conventions. The instances of deformation of
self-claimed stability and cohesion are in her bragging about her savings
while playing a card game with little Josie, her act of constantly taking
photos of her new shoes, her entering towtbdding scene in a white dress
and her unwitty Freudian slip insinuating an incestuous desire for her son.
CarrOs depiction of Mrs Kilbride as aggressive, dark, and grotesque comedy
seeps into the shadow of tragic experiences of the characters effeeting th

deconstruction of maternal as symbol of national stability.
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It is noteworthy that grotesque excess characterises CarrOs play
which is expressed through HesterOs rage, XavierOs and CarthageOs
obsession with land, and Mrs KilbrideOs hatred. As J. MidNadton
argues, the dramatic world of Euripides evoking the sense of savage and
comic at times, finds its contemporary expression in CarrOs boggy midlands
where the wild emotions and deeds are unleashed in their strangeness,
mixed with the tragic, savage,ogtic, and comic (Walton 2002: 22).
Significantly, by doing so, CarrOs work transforms the peripheral into the
central, given that both travellers and bogs have been marginalised in the
urban development of Irishness in the era of Celtic Tiger. CarrOs
representation of the settled community in which people live dependent on
environment deeply tied to land and farming is far from the image of late
modernity defined by speed and mobility. The alienation of rural life in the
global era finds an explanation @roninOs argument that the peripheral is
defined by chrongpolitics rather than gepolitics. Cronin states:

In the shift from gegolitics to chronepolitics, there is room for a nation
that is racy but not of the soil. The peasant must be desacraleséded as

a parasite and a reactionary, a grim relic from the Ireland that ate its
farrow. The West is now a rural nightmare from which the young urban
modernist seeks to awake. (Cronin 2002: 60)

CarrOs dramatic world is then the expression of thpheesi, associated

with its quaintness and swampiness preserving all strange fragments of the
Irish past and imagination. Posited in the liminal space of cultivated
civilisation and untamed nature, the community itself represents the
melancholic loss of # nationOs modern advance. However, CarrOs
treatment of the community is not to trigger the -matalgia of modernity.
Rather, it is to bring to light the complex patterns of domination that is
reiterated even within the marginalised groups of people.aTarucial
extent, CarrOs depiction of the communityOs amnesia and blindness about
their own marginalisation is a subversiveimscription of the perpetuation

of dominance at the cost of the other in postcolonial Ireland. While the other
in the context ottolonialism is associated with negativity of the feminine,
CarrOs reonsideration of the centrality of the other in the individual and

communal identity subverts both colonialismOs negative other and
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postcolonialismOs reconstruction of the other in EgBmTwith the control
of land (territory) and the feminine body.

Conclusion

Throughout the chapter | have argued that melancholia is a
constructive frame to broaden our understanding of CarrOs Midlands plays.
CarrOs plays present the charactersO intense attachment with loss and
inability to reconcile with society while being tragapin the repetitive cycle
of familial and communal history. These dramatic works also foreground
the rural community of Ireland as deeply destabilised by unruly violence,
transgression, painful loss, and desire. There have been numerous criticisms
on CarOs dramatisation of individual and communal instabilities as an
appropriation of the stereotyped representation of Irishness. However, this
chapter has illuminated through the critical lens of melancholia that CarrOs
plays rather transform the existing neoof dramatic representations into the
aesthetics of uncanny. In so doing, CarrOs plays disclose individual and
communal sense of onfmsychological instabilities as endemic to the
modern progress of the Celtic Tiger Ireland.

Like most of the plays discussed in the previous chapters, CarrOs
plays also contest the oppressive home discourses in postcolonial Ireland
that are well captured in Kathryn ConradOs term, Ofamily cell,O invoking a
sense of home as institutional spacedaiogical regulatio® a space for
exclusion and concealment of any possible instability that can cause a threat
to oneOs integral sense of unity. As Conrad states, Oif the cell is stable, so
too are the social institutions built upon it, and one careptes the world
oneOs capacity to rule. Instabilities must therefore be constructed and treated
as foreignBnot only to the family, not only to oneOs political position, but
also to the nation as a wholeO (2004: 10). Gregory explores instabilities
concejualised as threatening to hegemonic rules through her interrogation
of perceived OdisordersO of communal home of Irelar@brémding the
News Gregory illuminates such instabilities in relation to the potential of
Irish peopleOs imaginative power. In doing, she reinscribes the

melancholic encryption of Irishness in colonial discourses on the national
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stage in order to envision a new national community. It is noteworthy that
the women playwrights of the next generations present the darker vision of
the domestic and community, which demonstrates how the issue of
regulations and controls Gregory explored in the colonial paradigm has been
increasingly moved into the space of the domestic in the process of
postcolonial construction of the nation state.

CarQOs plays, exploring the mutual invasion between the inner and
outer space in the cyclical repetition of familial history, deconstruct the
traditional norms of home as grounding our sense of self. Multiple border
crossings, characteristic of CarrOs plays melancholia, elucidate and
disrupt complicated dynamics of desire for possession, categorisation, and
control of the inassimilable alterity for the claim of coherence of self. In this
way, these plays contend the salfficient notion of belonging and
communal/national life in Ireland, inviting us to a space of hybridity where
the dead return to haunt the present and the living repeat struggles of the

dead.
I

! #$$



Conclusion

This thesis has argued that twentietntury Irish drama by women
transforms various symptoms and dynamics of melancholic experiences into
the aesthetic field of melancholic performance as a way of challenging the
processes of assimilation/exclusion thgbuwhich the nation state is
formed. | have deployed the concept of melancholia, reinterpreted in
postcolonial and gender/feminist theories as a critical frame for the thesis. In
so doing, | have proposed that the productivity of the concept stems from its
capacity to disclose the structure/mechanism of national/cultural histories
and discourses: how a dominant historical narrative incorporates or forgets
another history. As theorists such as Butler suggest, melancholic
engagement with loss is a particulay of relating to the world that
disintegrates binary thoughts about the subject, social reality, and cultural
productions. That is, melancholia can complicate the static notion of identity
at individual and collective levels exposing dynamic processesigh
which the subject, as well as the social, is constituted and subverted. In this
thesis, | have highlighted that such critical frame of melancholia opens up
possibilities of reading the dramatic texts of Gregory, Deevy, Reid, and Carr
as staging a bééground of negotiations between symptoms and performed
symptoms, presence and absence, and belonging ardokelwmying in the
hegemonic formation of society.

The chronological structure of the thesis has traced these dramatistsO
concerns with conditionand possibilities of the subjects on the margin of
Irish society. In doing so, it has sought to reveal how the postcolonial nation
stateOs desire for homogeneity facilitated elaborate burials of (feminine)
othernessperceived as a thredab hegemonicnational identity In the
Republic of Ireland, the emphasis on the masculine national sovereignty
saw the oppressive confinement of social elements deviating from norms
throughout the large part of the century; in the latter part of the century the
discrete netalgia for the fixed notion of national identity was enmeshed
with anxiety about the instability originating from the embrace of global
economy and mukcultural identity of the state. In Northern Ireland, the

postcolonial construction of hegemonic Psbémt state similarly
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appropriated gender identities in the process of defending the cause of
Unionism through (para)military operations. While the ethno
identitarianism endemic to both Unionism and Republicanism promoted
discourses of antagonism, the N Irish state produced the myth of
Protestant hegemony that ultimately elided the class and gender divides
within the society. While revealing the state ideologies in both South and
North of Ireland that were deeply bound with the familial surveillsaroe
control of (foreign) outsiders, the chronological structure of the tlness
offered a reading of canonical historiographies of nation (and national
theatre) from a perspective of melancholic performativity, a process of
repeated and sedimented act$ toacing loss only to consolidate
homogeneity. This order has also sought to uncover the sense of
disconnection produced in such processes as well as the historical and
cultural baggage these women playwrights work on, with, and against.

The first chapte examined how Gregory applied her perception of
loss as an enabling source of artistic imagination to the creation of her
dramatic world. My approach to GregoryOs writings, both autobiographical
and dramatic writings, challengetie melancholic construci of Gregory
in the canonical history of Irish drama that focused on her supportive and
feminine role in the Irish Revival resulting in the diminishment of her
agency as writer. In this chapter, | suggested that the melancholic loss of Q10
in some of herautobiographical works reveals GregoryOs conscious
construction of narratives where loss becomes a way of negotiating with the
outside world refracting the censure of patriarchal social mores of her class
and gender. My analysis &preading the Newand Grania has shown that
GregoryOs drama is an artistic manifestation of such negotiations in which
the playwright integrates the personal/communal loss into a display of
empowerment and presence. For exampfgeading the Newsitegrates
loss performed byhe historically stereotyped representation of Irishness
into an artistic field of comedy while embracing the sense of Otragic dignity®
she observed amongst Irish people. In GregoryOs distinctive creation of Irish
comedic mode, her deliberate invocationstdge Irishmen of incongruity,
misfortune, and mismatching speech, displays onstage the power to subvert

colonial rules with dark humour and satit®rania demonstrates more
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directly GregoryOs concern with female agency and disintegrates the passive
womarnnation ideal by staging a theatrical enquiry of how women can be
empowered by altering the scene of loss into that ofasskrtion and
reintegration in society. Throughout the chapter | suggested that GregoryOs
drama performs eccentric alterity of thdaroal other, as well as gendered
alterity simultaneously retained and excluded from the homosocial bonding
between men, in order to interrogate both colonial and national fetishistic
insistence on the mythology of stereotyped identities.

Drawing on ButleDs notion that the Oreald is a discursive
construction in reference to fantasy designated to the realm of absence and
unreal, Chapter Two examined DeevyOs Abbey pragearch of Valoyr
The King of SpainOs Daughtand Katie Roche This chapter has show
that Deevy complicates the conventional notion of fantasy as- wish
fulfilment or escape from reality. Her drama rather unsettles the rigid
boundary between real and fantasy by locating the protagonistsO cultivation
of fantasy and desire to narrate it e tmidst of melancholic power of the
nation state that assumes the realm of truth and reality. The lens of
melancholia deployed in this chapter illuminates the protagonistsO fantasy as
a melancholic symptom produced by the incorporation of social ideal as
well as antagonism: that is, melancholic fantasy derives from a desire to
possess and be what is not appropriable in order to compensate for the
stigma of illegitimacy. The case study of DeevyOs drama has also
demonstrated that the protagonistsO perfoferdsy, marking differences
and disconnections from society, challenges the patriarchal nation stateOs
melancholic inwardness, its imaginary turn away from Oreality® by
repressing realms beyond understanding. The lens of melancholic
performance enables us reconsider a performative power of DeevyOs
dramaturgy, that is, her use of silence or abrupt mood changes, as
accommodating psychological symptoms through formal tensions. In this
chapter | suggested that DeevyOs exploration of fantasy, sufferings, and
inarticulate expressions in conjunction with loss in society embraces the
protagonistsO failure to imagine future possibilities outside the system,
which invites us to consider her drama beyond the binary paradigm of
liberation/autonomous agency and sigjajion/loss of agency.
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Chapter Three moved to the Northern Irish context, reading ReidOs
Tea in a China Cu@and The Belle of the Belfast Cjtyn order to broaden
the understanding of experiences of marginality in the specific context of
Northern Ireland©historical and political struggles. ReidOs plays demystify
the Protestant values of loyalty and respectability and unveil the status of
loyalist women hidden behind the faeade of such state ideologies. This
chapter challenged certain criticisms of helanda: that she exploits
humanist depictions of the maternal and outsider as a way of distancing
from the political struggles. In so doing, | sought to offer that ReidOs drama
melancholises humanist portrayal of those realms through her aesthetic
deploymentof loyalist music that constitutes experiences and memories of
the maternal figures. While the soundscape constantly haunts ReidOs drama,
my analysis of the playsas showrthat the music often mediates the past
and the present for the characters, throwgtch they interrogate their roles
and subjecthood within and against the Protestant womenQOs tradition they
have cherished.

ReidOs politicisation of the domestic involves an emphasis on the
connectedness of matrilineal lines of the family in which womenmecto
achieve mutual understandings of emotions, pain, and impasse. However,
CarrOs description of the domestic in her Midlands plays does not
necessarily promise a sense of understanding, growth, or release from the
confinement. Rather, CarrDise Mai, Potia Coughlan, and By the Bog of
CatsE expose the failure of domestic through the portrayal of women who
are caught in the cycle of repetition of traumatic abandonment, while
emphasising the subjective instability and dislocation. The home space
becomes mfoundly defamiliarised because histories and memories of the
family entailing the negative other of loss, forgetting, and absence
constantly invade the space. The landscape of the Midlands, reflecting the
protagonistsO internal landscape haunted by lessnother Olivingd
character of the plays, which preserves and accommodates forgotten, or
often disturbing, histories. Chapter Four sought to demonstrate that the
mutual crossings between the inner landscape of the characters and outside
landscape of thlidlands confront a naturalised history of IrelandOs rural
community as a cradle of national identity. The chapter also showed that the
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melancholic performance of crossing boundaries transforms linear borders
of time and plot (not just home space) intoealm of the uncanny. The
formal structure of the plot that bars the future of finality and closing by
resurrecting the dead enables the reading of history through the lens of
melancholic performance, circular time of repetition that invites a critical
enggement with the past to envision future possibilities. Such
disintegration of time through the plot structure functions to critique the
Celtic Tiger IrelandOs celebration of a speedy, progressive, and linear move
towards the future while refusing to deatiwlegacies of national history.

By reading the playwrights® drama through a framework of
melancholia that encompasses alterity and performance, | have illuminated
possibilities of the aesthetics of melancholia. |1 suggest that melancholia
opens up a performative site of engagement in texitp wherein
dynamics of loss and gain, or presence/participation and absence/non
participation can be interrogated without losing insight into the conditions
of disconnection or failure. Melancholia has been developed in its
complexity as a concept bgimg to the fore conditions/possibilities of
indeterminacy and ambivalence in relation to the melancholicOs intense self
reflexibility and selfcriticism. Ambivalence, produced by the subjectOs
psychic and affective crossings that encompass conditiongpmdsimg
forces, makes the womenOs drama distant from any utopian treatment of
historical pain and failure of marginalised people. | argue that the
dramatistsO illumination of characters who tapped by melancholic
affiliation with losses, often setfegructive, point to their own highly
conscious awareness, seiflexivity, of the risk of aestheticising
marginality in terms of melancholic symptoms. Nevertheless, the
dramatistsO explorations of the conjunction of national melancholia and
subjective melacholia, both of which repeat their performative histories,
enable us to approach (transgenerational) disconnections from society and
history (including the ruptures of connectivity between the dramatists
themselves in the canonical history of Irish dramBheir drama also
confronts exclusive identifications that reject recognising certain

experiences of loss in melancholia for the ideal of communal whole, and
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thus offering a constant doubt about, or a possibility for alternative vision
of, what national ammunity is.

Melancholic ambivalence also allows us to avoid reading the plays
and the dramatistsO attitude towards the charactersO marginality in simplistic
terms of rejection of, or liberation from, oppression that often equate the
representation of fimre with failure of representation. Melissa Sihra notes
that Omany critics have expressed discomfort and often derision that there
are no Opositived resolution in CarrOs [Midlands] playsO (2007: 214).
However, Oin a society where historical processefernfile oppression
have only begun to be seriously acknowledged in the social, political and
academic for the last decade or&she maintain§painful narratives need
to be addressed before transformations can occur® (207). My approach to
the plays throgh melancholia, | suggest, shares with SihraOs idea of a need
to write and perform the narratives of loss and engagematéncholia of
society and history may not be overcome just by turning against the
symptoms, or normative rites of grief such as pulpliemorialisation of
famine and wars, but by melancholising the sympt@&mpsrforming los
in order to interrogate (in)adequacy of remembering, forgetting, narrating
certain histories. To that extent, the reading of these dramatists through
melancholia ewrites melancholia as having a critical capacity for detecting
social conditions of exclusion and for offering possibilities for an aesthetic
mode of negativity as a way of participating in the Obuildingd of the
communal/national home.

One definitive scee of contemporary Ireland in both South and
North is collective performances of memorialisation of the past events such
as the 1798 rebellion, the Great Famine, the Easter Rising, and the Troubles.
The centrality of remembrance to IrelandOs politicalcaitdral landscape
has been epitomised in what Emilie Pine terms Olrish remembrance cultureO
(2011: 3). The active memorialisation, which is the iterative performance of
transforming the past into presence, uses individual and collective memories
to explan the past and functions as a strategy of Oworking through® the
painful memories of loss, ultimately providing a reliable source of
national/group identity. The commemoration culture often celebrates the

overcoming and mastering of the past, and as atresuilous sites of loss
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are institutionalised and canonised in a way that is more accessible and
understandable serving to enhance the stable position of national/group
identity. As Pine argues@he most recent thirtyear phase of Irish
remembrance culte looks back to a degraded past, stimulating the present
by provoking the desire to escape that pastO (2011: 7).

The canonisation of losses becomes problematic when it buries
certain types of loss through the very visible enactment of historical losses:
while the nation is willed into existence through memorialisation of certain
losses, another history is absorbed and concealed behind the fasade of the
memorialising performanc® history of women, children, labourers, and
ethnic others who variously sefied or participated in the social formation.
Intricately enmeshed with the notion of emancipation, however, canonical
discourses of successful resolution of OchosenO traumatic past events can
regenerate the strict division between successful mourningrifitisn) and
pathological melancholia (erasure) while remaining blind to persisting
tensions in social structure and relations.

The interpretative and aesthetic mode of melancholidpsis Mu—oz
assertsQdoes not see [melancholia] as pathology osal-absorbed mood
that inhibits activismO; instead, it is Oa mechanism that helps us
(re)construct identity and take our dead with us to the various battle we
must wage in their name® and in our namesO (1999: 74Ju—0zOs
accounts make possible to pondée role of commemoration in the
contemporary context of the racial and ethnic diversification of p@80s
Ireland: how memories of the dead and traumatic histories of Ireland are
intricately entangled with the envisioning of the nationOs presence and
future in the frame of intercultural integration of indigenous and- non
indigenous minority groups such as the Traveller, immigrants, refugees, and
asylum seekers. While the traumatic history of Ireland is evoked in the
memorialisation (whether officially roaesthetically)largely through the
mechanism of Oworking through®, such mechanism prompts an assimilation
of histories of ethnic OothersO for thetesdfing and the setfefinition of
Onew Irish®. That is, the experiences of immigrants are shaped and
represented through the lens of Irish history, which functions to prove lIrish
capabilities of sympathising with and accept the pain of others (through the
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projection of their own traumatic historiedylelancholia, as expressed in
Mu—0zOs accountenables d interrogate this spectral projection of Irish
memories/histories into immigrants® experiences in a way that refuses the
neglect of conflicts and contradictions entailing various battles in the course
of envisioning contemporary Ireland and beyond.

Another key context to which melancholia can contribute is the
focus on migrant womenOs bodies and femininity that has become a site of
anxiety in discourses of pe$990s Ireland. As has been examined in this
thesis, Irish womenOs bodies (both in the Souttttendllorth) have been
monitored and controlled throughout the twentieth century as a marker of
the nationOs biopolitics. The inward influx of migration since the Celtic
Tiger era has deepened the anxiety about the others of Irishness: the
visibility of foreign bodies marking the new pdaseltic Tiger multicultural
Ireland and yet Otagged with the euphemism -GatamalOO and their
children Oas Olrislorn children® (as opposed to the children of non
migrants, who are not thus termedO (Lentin 2004: 302) fdreign female
bodies have been exposed in a more intricate dynamics of visibility (as in
the implicit stereotyping of migrant women as foreign sex worker) and
invisibility (foreign domestic worker) in media and political discourses. As
Charlotte Mclvorargues in her recently published monograigration
and Performance in Contemporary Irelan(R016), this Oaggressive
spectacularisation of migrant women highlights not just the reiteration of
gendered and misogynistic norms in the construction of theemmmarary
Irish nation. Rather, the treatment of migrant women makes urgently visible
the entanglement of race, ethnicity and class in defining the material limits
of social interculturalism as policy and processO (2016: 154). In a chapter
devoted to the péormative labour of migrant women in conjunction with
their economic and reproductive labour, Mclvor investigates how migrant
women are not just policed in the reproductive and economic domains but
also compelled to perform Othe reiterative materialitpheir bodiesO to
justify their productive contribution within Irish society (3%

Mclvor also observes that representations of migrant women, despite
their visibility in public sectors in the pe€teltic Tiger Ireland, have been

relatively absent in antemporary Irish theatres and wider cultural
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productions, which mirrors the lack of O[engagements with the] lived
experience of their symbolic function in debates over migration and the
future of Irish national identity podi990sO (2016: 154). As argued
throughout the thesis, Irish drama and theatre/performance is a key cultural
space where dominant narratives can be challenged and the battles of
conflicting forces are engaged. Melancholia as aesthetic and interpretive
mode employed here can provide a wayhich to examine those conflicts

with a refusal of binary oppositions that tend to incorporate one narrative
into another. This thesis has been focused on the artistic challenge to the
discursive construction of Irishness represented in twertathry Irish

plays by women. Nevertheless, the thesis offers melancholia as an aesthetic
and critical frame for the future engagement with contemporary Irish drama,
theatre, and performance, enunciating and challenging various sites of crisis
repressed by heg®nic (remembrance) culture in conjunction with material
and psychological conditions of those residing outside the domain of
recognition and the state protection of contemporary Ireland. The focus of
the thesis on the dynamics of loss, absence, and pees¢mmaterial and
affective levels represented in twentientury Irish drama by women
sheds light not just on theatre and performanceOs continuing engagement
with the marginalised in society. It also opens up space for the potential of
future scholargp in Irish drama and theatre in which to investigate the
crisscrossed relationship of the illegitimate Irish female bodies (the bodies
that do not feed into the norms of Irishness through excesses or failures) to
the bodies of migrant women (that are @maed to be integrated into
society but are denied in the realm of Irishness). However, without a
conscious and melancholic deconstruction of-ge#itioning, such studies

may not be able to avoid the persisting categorisation, anaeling
practice thatseeks to exclude (or assimilate) differences across various
border lines, operating at various levels of national/group idemidtiings.

As Ewa Ziarek poignantly addresses, O[tlhe dead repeat the bloodshed of the
living, the living in turn repeat, withalkknowing, the struggles of the dead.

The struggle of the multitudes, the multitude of struggles, the past haunting
the present, the present leaving a deadly residue for the past of the futureO
(2012: 67). The future that is envisioned now (the history ithaot yet
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here) may arrive only in the melancholic struggle of the present, the
repeated ObloodshedO in struggles of encountering with the dead returning to
haunt the present (the future of the past) in multiple shapes.
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