
 
Provided by the author(s) and University of Galway in accordance with publisher policies. Please cite the

published version when available.

Downloaded 2024-03-20T12:22:29Z

 

Some rights reserved. For more information, please see the item record link above.
 

Title Theatre and Space: Druid's Productions of Tom Murphy's
Plays, 1984-1987

Author(s) Troupe, Shelley

Publication
Date 2011-09-30

Item record http://hdl.handle.net/10379/2748

https://aran.library.nuigalway.ie
http://creativecommons.org/licenses/by-nc-nd/3.0/ie/


Theatre and Space:
Druid’s Productions of Tom Murphy’s Plays,

1984-1987

Shelley Troupe

A thesis submitted for the Award of the Degree of
Doctor of Philosophy

Supervisor: Dr. Patrick Lonergan

College of Arts, Social Sciences, and Celtic Studies

School of Humanities: Discipline of English

and

The Moore Institute

National University of Ireland, Galway

September 2011



ii

Contents
Abstract......................................................................................................iii

List of Figures............................................................................................iv

Acknowledgements....................................................................................v

Part One—Introduction.....................................................................................1

Druid from 1975 to 1983 ..............................................................................17
Tom Murphy to 1983 ....................................................................................29
Themes of the Druid/Murphy Partnership ....................................................37
Why space? ...................................................................................................48
Defining spatial terms ...................................................................................55
Textual Space: Murphy and Migration .........................................................61
Enacted Space: Druid and Touring ...............................................................65

Part Two—Murphy’s Textual Space and Druid’s Enacted Space

Textual Space: Murphy and Migration
On the Outside (1959)

Pre-migration and the problem of space ...........................................69
Famine (1968)

Pre-migration and Return Migration.................................................83
Conversations on a Homecoming (1985)

Return Migration and Staying...........................................................100
Bailegangaire (1985)

Return Migration...............................................................................114
Turning from Textual Space to Enacted Space......................................129

Enacted Space: Druid and Touring ...............................................................131
Tom Murphy’s Famine (1968) ..............................................................134
Druid’s Famine ......................................................................................141
Tom Murphy’s On the Outside (1959) ..................................................154
Druid’s On the Outside ..........................................................................160
Druid’s Conversations on a Homecoming .............................................168
Druid’s Bailegangaire ...........................................................................214

Part Three—Conclusion

The End of the Partnership ..........................................................................230
Merging Regional and National Spaces: A Whistle in the Dark .................239
How Druid Made Murphy’s Work Tour......................................................250

Appendix A: Druid Production History, 1975-2005 ................................262
Appendix B: The Published Works of Tom Murphy ...............................289
Appendix C: Archives Consulted .............................................................295

Works Cited ..............................................................................................297



iii

Abstract

This study analyses the relationship between the theatre company Druid and Irish

playwright Tom Murphy to discern how Druid successfully toured Murphy’s

plays abroad despite the perception that his work is viewed as popular only in

Ireland. This research also considers how the relationship assisted Druid’s

development as an international touring company. Druid’s productions of Tom

Murphy’s plays between 1984 and 1987 tell us important things about both

parties. Therefore, this study allows for a reconsideration of key aspects of the

recent history of theatre in Ireland, which have multiple applications, not just in

Ireland but elsewhere. To achieve those goals, this study shows how the company

and the writer undertook a shared investigation of the spatial relationships

manifested both through migration, as represented in Murphy’s plays, and

mobility, as enacted by Druid’s touring productions of Murphy’s plays. This

suggesting raises the possibility that Druid’s original stagings of Tom Murphy’s

plays, and any subsequent tours of those plays, provide key examples of the

interaction of geographic, societal, and theatrical spatial relationships. These

interconnections include relationships between the nation and the outside world,

between rural and urban spaces within the nation, between onstage and offstage

spaces, between the performance space’s physical location and its community,

and between public relations material (which constructs the play in a particular

way to potential audience members) and the audience. By providing textual and

production analysis of each of the Murphy plays that Druid produced, this

research provides a framework for the analysis of the interrelationship between

company, playwright, and audience.
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Part One

Introduction

This study analyses the relationship between the theatre company Druid and Irish

playwright Tom Murphy.1 Its immediate goal is to answer two questions. First,

how did Druid successfully tour Murphy’s work abroad when the playwright’s

work, which emphasises migration and mobility, is perceived as popular only in

Ireland? Second, how did the relationship assist Druid’s development as an

international touring company? By answering these questions, I aim to provide a

reappraisal of the relationship between the theatre company and the playwright,

showing that it is only through the company’s ability to transmit an author’s work

in different spaces that an author’s reception is determined. I will show

specifically that the relationship between Druid and Tom Murphy in the mid-

1980s tells us important things about both parties, and thus I aim to allow for a

reconsideration of key aspects of the recent history of theatre in Ireland. Yet I

also aim to show how these findings have multiple applications, not just in

Ireland but elsewhere. To achieve these goals, this study analyses the spatial

relationships manifested both through migration, as represented in Murphy’s

plays, and mobility, as enacted by Druid’s touring productions of Murphy’s

plays. Druid’s productions were not mere representations of Murphy’s work,

however, since both the company and the playwright had a role in creating the

plays’ meanings for audiences. This suggestion raises the possibility that Druid’s

original stagings of Tom Murphy’s plays, and any subsequent tours of those

plays, provide key examples of the interaction of geographic, societal, and

theatrical spatial relationships. These interconnections include relationships

1 The company’s name has gone through a number of changes since 1975 when it opened as “Druid: The
Repertory Theatre of Galway”. In current literature, the company refers to itself as “Druid” or “Druid
(Ireland)” rather than “Druid Theatre Company” or “Druid Theatre”. Therefore, I use “Druid”.
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between the nation and the outside world, between rural and urban spaces within

the nation, between onstage and offstage spaces, between the performance

space’s physical location and its community, and between public relations

material (which constructs the play in a particular way to potential audience

members) and the audience. By providing textual and production analysis of

each of the Murphy plays that Druid produced, I will provide a framework for the

analysis of the interrelationship between company, playwright, and audience

although my main focus is on Druid’s productions of Murphy’s plays rather than

Murphy’s work in general. One aim of this study is to reconstruct the

documentary history of a key relationship in recent Irish theatre history, but

another aim is to develop a new methodological approach for the use of archival

material in an Irish theatre research project. To do so, I adopt an original

approach to Irish theatre scholarship, offering not just textual analysis and not

just production analysis but also drawing on material that is not often given much

attention—pre-production press, public relations material, and other archival

holdings such as programmes—but which provides important information about

the relationship between the playwright and the company.

Druid and Tom Murphy entered into a formal artistic partnership in September

1983 when Murphy became Druid’s Writer-in-Association (Murphy Papers TCD

MS11115/9/1/3/10/16). This affiliation resulted in a productive period for both

the playwright and the company, beginning in February 1984 with Druid’s

production of Murphy’s play Famine (which had premiered in 1968). Too large

in scale for Druid’s intimate city centre venue, which seated about 100, the play

was produced in a local dancehall. Outwardly, Murphy’s drama deals with the
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1846 potato crop failure. Although Murphy uses that historical event to comment

on the emotional deprivation he witnessed in contemporary Ireland, he also

demonstrates how people who migrate and return are ostracised by their

community. In August 1984, Druid presented lunchtime performances of On the

Outside, Murphy’s 1959 play, which was co-written with Noel O’Donoghue.

Murphy problematises space through the representation of two men, Frank and

Joe, whose dilemma is that they are “on the outside” of a dancehall. Dislocated

within their community, Frank and Joe contemplate emigrating as a solution to

their problems. Druid premiered Conversations on a Homecoming, a one-act

reworking of Murphy’s two-act 1972 play The White House, at their theatre in

April 1985. Through the experience of Michael, a returned migrant, Murphy

illustrates the difficulty of returning to Ireland. Druid’s relationship with Murphy

culminated with the premiere of his seminal play Bailegangaire in December

1985, which was the only other new work generated by the Druid/Murphy

partnership. As in On the Outside, Murphy again reveals the problem of space.

Whereas On the Outside had presented characters who view emigration as a

solution to their dislocation in Ireland, Bailegangaire gives us a woman (Mary)

whose emigration came with the realisation that leaving Ireland did nothing to

solve her problems. Returning to Ireland exacerbates rather than relieves her

problems. While Murphy’s plays reveal a preoccupation with migration, Druid’s

productions of those plays reveal a preoccupation with mobility; and therefore,

Druid and Murphy’s partnership allows for an exploration of how the theme of

movement through space can be expressed and changed when a theatre company

chooses to take that play on tour—an act which is a different form of movement

through space.
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While Druid’s productions of Murphy’s plays reveal a complementary interest in

movement through space, or mobility, it is ironic that Druid and Murphy are

characterised in opposition to each other: Druid is seen as mobile while Murphy

is seen as immobile. Druid’s commitment to touring, which began as early as

1976 (the year after the company was founded), means that the group is

particularly well known for being mobile, for its commitment to crossing national

and international boundaries. Just as the characters in Murphy’s plays move to

and from Ireland, so do Druid’s productions. The motivation for Druid’s tours is

fairly simple: touring allows the company an opportunity to reach more audience

members. After all, there is no reason to produce a play if there is no audience,

since the goal of theatre is (generally) the creation of a piece of art that will be

enacted for spectators. While such touring expands Druid’s audience base, it also

imbues the company with what Pierre Bourdieu calls “symbolic capital, [which

is] capital—in whatever form—insofar as it is represented, i.e., apprehended

symbolically” (“The Forms of Capital” 289n3). Druid’s Artistic Director and co-

founder Garry Hynes observes the connection between touring and symbolic

capital:

From Druid’s point of view we really didn’t get any recognition
from Dublin until we went and got Fringe Firsts in Edinburgh.
That was very much why we went to Edinburgh as well. From
then on, with Druid, it’s always a search for new audiences.
(“Garry Hynes in Conversation” 205)

What Hynes refers to here is how the company’s reputation in its early days was

formed, not by success in Ireland, but by success abroad: it was through

travelling to Edinburgh in 1980 that the company began to establish its artistic

credentials within Ireland itself.

PLACEHOLDER for copyrighted material
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This relationship between cross-border travel and national reputation is

particularly interesting since Murphy’s plays often show the concerns of people

who migrate or move. Yet, whereas for Druid, movement abroad has a positive

impact, in Murphy’s plays, the movement to and from Ireland often leads to

disastrous consequences for the characters. Further, there is a widely held

perception that Murphy’s plays are so firmly rooted in Ireland that they cannot

travel; they, therefore, can be described as lacking symbolic capital (though I will

argue throughout this study that this presentation of Murphy as immobile greatly

oversimplifies both his work and the history of his plays internationally). For

instance, Christopher Morash remarks: “Murphy’s reputation outside his native

Ireland has never returned to levels which it reached in the early 1960s with [A]

Whistle [in the Dark], when he was compared to John Osborne and Harold

Pinter” (“Tom Murphy” 691).2 Christopher Murray points out that “the American

diaspora seems to care little for Murphy’s disturbing plays” and that his “plays

are seldom performed in Germany (or in continental Europe in general)”

(“Introduction: Reading” 10). Anthony Roche asserts that Murphy is “much less

well known than he deserves to be outside the country [although] his best plays

have had a seismic impact on Irish theatre” (Contemporary Irish Drama 84).

Comparing Murphy’s early writing style to that of Murphy’s contemporary Brian

Friel, Nicholas Grene suggests that a lack of international interest in Murphy’s

work arises because “Murphy did not write the ‘Irish’ plays that an Irish

playwright should [while] Brian Friel did” (The Politics of Irish Drama 218).

2 Parenthetically, Morash notes that Pinter “has acknowledged Whistle as one of the sources for his play of
1965, The Homecoming” (“Tom Murphy” 691). However, Pinter revealed in 1989 that he did not see
Murphy’s play: “I think the reason for this must be that I was in the United States with The Caretaker, on
its way to New York, from July until October 1961. I imagine that A Whistle in the Dark, with my old
friend Pat Magee [as Dada], was done during that period. Whatever I didn’t see it and I have never read it”
(Harold Pinter quoted in Dukore “‘Violent Families’” 23-24).
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Patrick Lonergan’s view that Murphy’s works are “immobile” due to their

location in a “globalised periphery” corroborates and expands Grene’s argument

(Theatre and Globalization 125-126). Such observations indicate that the

perception of Murphy’s status within Ireland hinges to some extent on the

attention paid to his work from outside Ireland. Therefore, acknowledgement of

Murphy and Druid’s work from the outside provides legitimatization on the

inside. This suggests that Murphy’s work must be imbued with the ability to

move from the inside to the outside in order to achieve such validation, which

further suggests that a prolonged circulatory route between the inside and outside

would promote a broader awareness of Murphy’s work. In turn, this implies that

the ability to travel through space confers value. Michael Billington notes the

irony of Murphy’s reputation: “The paradox of Murphy...is that one of Irish

theatre’s proudest possessions is also one of its least-known exports” (“Which

side” B4).

Yet notwithstanding his reputation, this study will show that Druid did

successfully tour Murphy’s productions nationally and internationally to

America, Australia, and England between 1984 and 1987. Druid’s partnership

with Murphy had a strong impact on the company’s future as a touring group and

included major tours that extended Druid’s touring network. Of particular

importance was Druid’s presentation of Murphy’s Conversations on a

Homecoming and J.M. Synge’s The Playboy of the Western World (1907) at the

Pepsico SummerFare Festival in Purchase, New York, in 1986, which marked

Druid’s first American performances. Further, Conversations served as the

company’s first play to break out of the United Kingdom/United States network
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when it appeared in Australia in January 1987 followed by a presentation of

Playboy in January 1988. Although Druid’s relationship with Murphy was

important to its future as a touring company, neither the partnership nor Druid

itself has been examined by scholars.

Generally, Druid’s partnership with Murphy is mentioned in passing, if at all, in

academic scholarship on Murphy or Irish theatre generally. Irish theatre survey

texts, such as those by Nicholas Grene and Christopher Morash, point out that

Druid staged Murphy’s work, but do not mention the Druid/Murphy partnership

specifically (Grene The Politics 224, Morash A History 259). Christopher

Murray acknowledges Druid’s part in the development of regional theatre in

Ireland and discusses the importance of Murphy’s work, but he does not mention

the link between the two parties (Twentieth-Century 238, 166-168, 225-227).

Robert Welch incorrectly refers to Murphy’s role as “writer-in-residence” rather

than writer-in-association, but he offers no further information about the

partnership (The Abbey Theatre 192). In his article “Bailegangaire: Storytelling

into Drama”, Anthony Roche observes the importance of the association, which

“add[ed] another chapter in the ongoing contribution of the west of Ireland to the

development of Irish drama”; however, Roche focuses on Murphy’s text rather

than Druid’s production and does not broach the Druid/Murphy partnership

(116). In his book, The Politics of Magic, Fintan O’Toole acknowledges the

importance of performances to his analysis of Murphy’s plays:

It is still impossible for me to contemplate the texts of Murphy’s work
without seeing and hearing...Siobhán McKenna [as Mommo]...and
Marie Mullen [as Mary].... (269)

PLACEHOLDER for copyrighted material
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While productions influence his reading of Murphy’s plays, O’Toole’s study of

the playwright’s work concentrates on a textual analysis that is contextualised

within Irish history. He does occasionally refer to aspects of productions to

support his argument. For instance, he mentions Liam Neeson’s performance in

Murphy’s adaptation of Liam O’Flaherty’s The Informer and when discussing

The Blue Macushla, he reveals his use of the production script rather than the

published script as source material (155, 161).

Druid, in association with the Galway Arts Festival, published a collection of

essays in 1985 to honour Druid’s tenth anniversary. Because it is a tribute to the

company’s achievements, it does not offer any formal analysis of Druid’s

productions. A special issue of the Irish University Review dedicated to

Murphy’s work was published in 1987 after Druid and Murphy’s relationship

formally ended; but it does not include any production analysis. There are no

PhD theses or books dedicated to Druid’s work or to the company’s relationship

with Murphy. The preceding examples show a lack of academic work on the

Druid/Murphy partnership. Further, they indicate that any existing scholarship

focuses on Murphy’s texts rather than Druid’s productions. A review of academic

work on Murphy himself reveals a continuation of the dominance of textual

analysis over production analysis within Irish theatre history. A major goal of

this study, then, is to address this omission, not only for its significance in its own

right, but also in an attempt to show that Irish theatre and scholarship needs to

dedicate considerably more attention to the relationship between text and

production.
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Scholarship on Tom Murphy’s work focuses on analysing his texts rather than

productions of his work. In those analyses a number of themes emerge such as

history, language, and the musicality of his work. For instance, Fintan O’Toole

considers Murphy’s work as a response to or statement on Irish history.

O’Toole’s book, The Politics of Magic, is the sole English-language monograph

dedicated to analyzing Murphy’s work.3 In it, O’Toole argues that while the

playwright’s work “often seems to be a fractured and awkward achievement”, it

is:

in fact highly unified, and…what binds it together is the fact that it
forms a kind of inner history of Ireland since the momentous
changes which were set in motion in 1959…Murphy’s work has
cleaved to the contours of a society’s intellectual and emotional
struggles, making the metaphysical and psychological elements of
his work always grounded in a specific reality. (18-19)

O’Toole cites the 1959 enactment of T.K. Whitaker’s 1958 manifesto, the First

Programme for Economic Expansion, as the rupture in modern Irish history that

resulted in the seismic societal change addressed in Murphy’s plays. The

Programme called for a loosening of Eamonn de Valera’s insular politics and

protectionist economic policies through international investment in Ireland’s

economy. In response, the rate of emigration declined, tourism numbers rose, the

value of Ireland’s exports increased, and international firms invested in the

country bringing, among others, manufacturing companies to Ireland.4 To that

end, Anthony Roche observes that “Murphy’s plays dramatise this bewildering

transition, this sense of endlessly facing two ways, in a funny and fearless

manner”, and Mary Trotter suggests that Murphy is “[p]erhaps the most strident

commentator on mid-twentieth-century Ireland” (Contemporary 84; Modern Irish

3 Alexandra Poulain’s French language monograph, Homo Famelicus: Le théâtre de Tom Murphy, was
published by Presses Universitaires de Caen in 2008.

4 See Diarmaid Ferriter’s The Transformation of Ireland (536-622) and Dermot Keogh’s Twentieth Century
Ireland (250-302) for analysis of the changes in Ireland during the 1960s.

PLACEHOLDER for copyrighted material
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Theatre 139). Murphy’s work, then, examines the tension experienced by those

who are “facing two ways”; they are simultaneously looking to the past and

future while living in the present. Murphy, however, does not view his work as

explicitly political. Instead, he sees himself as a medium through which

contemporary politics is channelled. In a 1999 interview with Pat McCabe,

Murphy stated: “I think that anybody who is alive in time, alive on the earth, that

they are political people” (Murphy Tom Murphy 35). A few years later, in 2002,

he reiterated the point to Mária Kurdi: “I absorb—rather than consciously

observe, study, or meditate upon—what is happening to those around me, and

this absorbed experience becomes woven into a play” (Kurdi “An Interview”

239). Because of Murphy’s absorption of societal concerns, his characters live in

a state of confusion, and their attempts to communicate with each other reflect

this uncertainty. Therefore, another strand of critical focus discusses the

language in Murphy’s plays.

In his texts, Murphy reveals the failure of language and uses a poetic writing

style. Christopher Murray notes that:

Murphy’s dramatic language is invariably polished idiom, his style
is poetic in the sense that Pinter’s style or Mamet’s style is poetic:
demotic speech, urban dialogue, is raised to new heights in the
work. (“Introduction: Reading” 8)

While this creates a unique theatrical language, it can be difficult for audiences to

understand and to connect to it. Talking about Murphy’s 1971 play The Morning

After Optimism, Gerard Stembridge notes that the distance created by Murphy’s

language is “a speculation on language as both a benign and alienating force in

our relationships” (“Murphy’s Language” 52). Perhaps, this suggestion relates

back to O’Toole’s remark about Murphy’s ability to ground his work in “a

PLACEHOLDER for copyrighted material
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specific reality”, but instead of the historical reality, Murphy observes the

confusing, complex human relationships that developed in a changing society.

John Barrett also notes that: “Though his plays are based on a strong initial

situation, they tend to be underplotted and they depend for their impact more on

the resonances of language” (“Some Trends” 9). Murphy himself contends that

he writes from a feeling rather than a preconceived narrative: “I set out to create a

story in mood and so on that approximates life, or hopefully maybe transcends

things that I’ve been through myself” (Between Heaven and Woolworths n.p.).

Murphy’s writing process melds with the text, and he creates for his characters an

ambiguous world in which they interact with each other in an equally ambiguous

way. It is understandable, then, that audiences would be puzzled by Murphy’s

language since he presents worlds that are not clearly defined. Murphy says that

“a play is not the presentation of an intellectual process. It is truths found in the

self” (Tom Murphy 36). So, Murphy’s theatrical language has been shaped by his

experiences growing up in Tuam, County Galway, in the west of Ireland.

Further, Murphy’s writing, described by Nicholas Grene as “very close to the

texture of native idiom” and T. Gerald FitzGibbon as having the “capacity to

employ strong dialect” suggests that Murphy’s plays may be best understood by

Irish audiences (Grene The Politics 215, FitzGibbon “Thomas Murphy’s” 48).

However, Murphy pushes beyond local colloquialisms by using violence and

music to express what cannot be conveyed through words. In Murphy’s plays,

people reach a point in which language fails them; and that failure necessitates

another means of communication. Often, as Nicholas Grene observes, “the

obstructed need for speech issues in violence” (“Voice and Violence” 26). For
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instance, Iggy, one of the characters in Murphy’s 1961 play A Whistle in the Dark

has a stutter—which, it is suggested, shows his inability to communicate and

partially explains the character’s reliance on fighting to make his point.

Similarly, the community members in Famine, who have no voice in (or access

to) the political circles that determine their fate, assault the injured Justice of the

Peace in an attempt to exert control over their circumstances.

Just as violence allows characters a means of articulation so does music. Perhaps

the best example of that relationship is found in Murphy’s 1983 play The Gigli

Concert in which an unnamed Irish man seeks out a “Dynamatologist” JPW King

to assist him in his mission: he wants to sing like Gigli. At the play’s climax, the

Irish man renounces his quest to sing like Gigli, a pursuit King then undertakes.

The play ends as King delivers his “Gigli concert” to the audience, which leaves

him emotionally, mentally, and physically spent. In The Gigli Concert, Harry

White notes that “Murphy confronts the possibility of being undone by the

expressive power of music” (“‘A Better Form’” 145). By “undoing” himself

through music, King transcends himself, that is, he moves to another level in his

life, an objective shared by many of Murphy’s other characters.

While Murphy’s plays have been analysed in terms of his commentary on Irish

history, his use of language, violence, and music, scholarship has not

substantially advanced the theme of migration in his work. Murphy’s own

attitude toward migration in his plays works against such an analysis because he

says he does not write about migration. Instead, he contends that he writes about

the “influence”, or effects, of migration (Murphy Papers TCD MS11115/5/1/9).
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Effects, however, cannot be considered independently of their causes. In

Murphy’s case, the cause is the movement of people from one place to another,

that is, migration. When combined with the mobility of Druid’s touring

practices, then, the theme of migration in Murphy’s work is exploded by the

company’s enactments of his plays because they toured from one place to

another. So, when analysing Druid’s productions of Murphy’s plays, the focus of

the study should not rely solely on textual analysis, but should also include

production analysis. And a recent shift in academic scholarship on Irish theatre

from the text to the production helps to understand the Druid/Murphy association.

In traditional text-based theatre, the performance is an enactment of the text. A

discussion of The Gigli Concert can be used here to illustrate the interaction

between the text and the performance. Fintan O’Toole offers an optimistic

perspective on King’s feat in The Gigli Concert, which he sees as connected to

the audience’s future: “[I]t is also a leap on their behalf, a concrete experience of

change and hope which is a challenge rather than a consolation" (The Politics

227). O’Toole’s argument goes back to Murphy’s statement that we are all “alive

in time”, a phrase Murphy uses twice in The Gigli Concert:

JPW: That you are breathing, now, this moment . . . alive in
Time at the same time as I . . . and that I can only hold my
breath at the thought.

MONA: That’s nice.
JPW: Beloved.
MONA: Why don’t you call me that? . . . There’s someone or

something wounding you very deeply, and I can’t do a
thing about it.

JPW: (a new thought). No. That is what I used to think.
(Offering her the bottle again) You and I are alive in Time
at the same time.

(Murphy Plays: 3 231)5

5 There are two uses of ellipses in this document. Tom Murphy’s use of punctuation often gives actors and
readers clues to interpreting his texts. Murphy’s use of an ellipsis does not indicate missing text but signals
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At first, King is reluctant to accept that he and Mona are living simultaneously: “I

can only hold my breath at the thought”. But his acknowledgement of that

phenomenon, of their concurrent existences, allows King to assume control over

the “someone or something [that is] wounding [him] very deeply”. Because

Mona is “alive in Time at the same time” as King, King believes he can bring

Gigli into existence using Gigli’s music. By doing so, King transcends himself

and his deep wounds. And since we as audience members are “alive in time”

with King, his accomplishment is our accomplishment; or at the very least, as

O’Toole points out, King’s feat “challenges” us to leave the theatre with the

understanding that we are capable of successfully completing an act like King’s,

which highlights the synchronicity of the text and the theatrical event. At the

same time as the actors are onstage representing the characters, we are watching

them. So, as Mona is “alive in time” with King, and King is “alive in time” with

Gigli, we are “alive in time” with the characters (and the actors) and, thus, the

text (or the enactment of the text). This observation points out the importance of

the production, in addition to the text, to understanding Murphy’s plays. In an

article on Murphy’s 2005 play Alice Trilogy, Peter James Harris augments his

analysis of the text with some information on the play’s reception in London,

Dublin, and Brasil. Harris’s essay and recent studies of Irish theatre suggest a

move from text-based analysis to the study of the materiality of the theatrical

event itself, which opens out possibilities for this study.

actors to pause during delivery of the lines. Such ellipses are indicated by spaces between the full stops as
well as after and before the words (as in The Gigli Concert quotation above) in Murphy’s plays: for
example, “to . . . bring” rather than “to…bring”, which indicates missing text.
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The shift from textual analysis to performance analysis provides a new way of

looking at Irish theatre and is evident in the title of a publication such as Christie

Fox’s 2008 book Breaking Forms: The Shift to Performance in Late Twentieth-

Century Irish Drama in which she examines theatre forms such as street theatre,

pageants, and clowning. She also notes the increase in European influences in

Irish performance in the 1990s. In other words, Irish companies look outside

Ireland in order to understand their experience inside Ireland, which creates an

interaction between the two spaces. In Crossroads: Performance Studies and

Irish Culture (2009), Sara Brady and Fintan Walsh amass a group of essays that

investigate the performativity of events such as beauty pageants, parades, and

pilgrimages, which champion the materiality of Irish performance rather than

literary texts. For two reasons, though, Patrick Lonergan’s 2009 book, Theatre

and Globalization: Irish Drama in the Celtic Tiger Era influences and serves as a

catalyst for this study. First, at the outset of his book, Lonergan specifies he is not

providing a history of Irish theatre during the Celtic Tiger Era (1990-2005); and,

therefore, he does not include Tom Murphy’s work in his analysis since the

playwright’s works that premiered during that time period (The Wake (1998), The

House (2000), Alice Trilogy (2005)) “are not as relevant to [his] argument as

works by other writers” (28). Murphy’s works do not fit Lonergan’s argument

because they are “immobile” due to their location in a “globalised periphery” that

“depend[s] for their impact on audiences’ appreciation of a range of references

that are specific to Ireland” (125-126). In other words, the suggestion is that

Murphy’s plays do not tour well internationally; but in the mid-1980s, Druid

successfully toured Murphy’s work abroad, and using Murphy’s plays, extended

the company’s touring network. Lonergan’s book also serves as a catalyst for
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this study because of his choice of critical theory, globalisation, which “involves

an increase in the movement of people across national boundaries” (125). While

it is not the goal of this study to use globalisation theory to examine the

Druid/Murphy partnership, Lonergan’s observation points up the most important

aspect of the touring process: the movement of the production. A company

moves a play from one location to another whether from Galway to London to

Dublin, or from Galway to small towns around Ireland and back to Galway.

Touring, then, involves travelling from one place, through space, to another

place. So when a theatre tours a play, the company moves the play from the

inside to the outside. Thus, both the company and the play are defined by their

outsideness in the location of performance. How, then, does a touring company

such as Druid garner favourable reception for its performances? What kind of

information does Druid give potential audience members about the play, the

author, and the company in order to attract them to the production? How does

Druid create an image of itself that makes spectators want to see a Druid play? In

other words, how does Druid go from being an outsider to being an insider?

In the case of Druid’s association with Murphy, I want to provide an analysis of

their partnership that blends textual analysis of migration in Murphy’s plays with

production analysis of Druid’s tours of those plays, paying particular attention to

the location of the performances and the images used to represent the play. First,

though, I want to show that Druid’s preoccupation with mobility has existed since

its founding in 1975; and I want to illustrate how Murphy’s work is defined by

outsideness. To do so, I provide a brief overview of each party prior to the time

Murphy joined Druid as the company’s Writer-in-Association.
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Druid from 1975 to 1983

A review of Druid’s history from its establishment in 1975 to its partnership with

Murphy in 1983 reveals the company’s preoccupation with touring while

preserving its ties to Galway. Since Druid’s establishment, the company has

maintained a connection to Galway by premiering its productions in the city and

by continuing to administer the company from its Galway office. The choices

Druid made from 1975 to 1983 demonstrate the company’s development from a

small, local theatre in the west of Ireland to a company working to increase its

international visibility, which coalesced with its decision to partner with Murphy

in 1983.

Druid has been interested in presenting its work outside Galway since its

foundation in 1975. In July of that year, recent University College Galway

graduates Garry Hynes and Marie Mullen teamed with semi-professional actor

Mick Lally to form what was called at that time “Druid: The Repertory Theatre

of Galway”. The company gave its first performances in the Jesuit Hall, a rented

activity room at a local secondary school that seated about 200 people. Druid

presented John Millington Synge’s The Playboy of the Western World (1907),

Kevin Laffan’s It’s a Two-Foot-Six-Inches-Above-the-Ground World (1970), and

Brian Friel’s The Loves of Cass Maguire (1966), which were performed in

repertory. Playboy served as the inaugural production on 3 July 1975 followed by

the Laffan and Friel plays on the next two nights. Although Galway audiences

had previously enjoyed the work of professional touring companies such as the

Irish Theatre Company and the Abbey Theatre, Druid’s creation in 1975
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instituted professional theatre in Galway itself.6 As Cathy Leeney notes, Druid

“set a precedent for the development of regional theatres in Ireland, challenging

Dublin’s place as artistic centre” (“Druid Theatre” 391). At the time of its

formation, Druid staged its work only in Galway, but the theatre did express

interest in touring during those early days, announcing that Playboy would visit

Clifden, County Galway, for one night on 30 July 1975 (“Druid Players” 12).7

However, it was not just Druid’s foundation that “challenged Dublin’s place as

artistic centre”. Druid’s commitment to touring assured a national, and later an

international, profile for the company. Druid and the Abbey conceive the idea of

a national theatre differently. While the Abbey’s national status resides in its

symbolic location in the nation’s capital, Druid’s national status results from its

engagement with the real space of the nation in its entirety. For the Abbey, then,

being a national theatre means performing (mainly) for Dublin audiences; but for

Druid, being a national theatre means touring productions around the nation.

From the outset, Druid expressed interest in presenting shows outside Galway;

but the company also worked to create a local identity, which Garry Hynes

6 Druid often claims it was the first professional theatre company established outside Dublin; however, the
formation of the Celtic Arts Theatre in June 1971 refutes that assertion. The intention of Frank Bailey and
Mark Finnan’s Celtic Arts Theatre was to provide Galway with professional theatre. After assembling a
company of Dublin-based Equity actors, the theatre opened in Galway’s refurbished Town Hall on 13
June 1971 with two one-acts: W.B. Yeats The Countess Cathleen (1899) and J. M. Synge’s Riders to the
Sea (1904). Those plays, along with Synge’s The Playboy of the Western World, The Tinkers’ Wedding
(1909), Deirdre of the Sorrows (1910), Sean O’Casey’s Juno and the Paycock (1924), and Bryan
MacMahon’s The Honey Spike (1961) were intended to tour to rural areas such as the Aran Islands,
Claremorris, and Ballyhaunis after the Galway run. However, the project was too ambitious, and the
theatre folded after one week of performances. According to Christopher Fitz-Simon, the Bord Fáilte
Entertainment Officer who funded the venture, the duo had created “a professional repertory programme
where none had taken place before” (Bailey Allen T16/115). Also, Druid’s claim fails to include Northern
Ireland in Ireland’s geographic scope. If Druid did so, the company would have had to contend with the
professionalisation and success of Belfast’s Lyric Theatre. Known as the Lyric Players, the group began
in 1951 as an amateur company funded by Dr. Pearse and Mrs. Mary O’Malley (Pilkington 185). After
nearly a decade of growth and expansion, the Lyric Players professionalised themselves in 1960 becoming
the Lyric Players Theatre Trust (ibid. 185-188). The Lyric Theatre, then, became a professional theatre
fifteen years prior to Druid’s founding. Therefore, Druid’s claim should be qualified: Druid was the first
professional theatre company to succeed outside Dublin in the Republic of Ireland.

7 Another announcement appeared in the Connacht Tribune: “Wednesday [30 July 1975] Druid Repertory
Company, Clifden” (“Coming Events” 1). However, there was no subsequent reportage to substantiate the
play’s presentation.
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articulated in her programme note for the first productions. Druid’s goal, Hynes

wrote, was to provide “a means of expression of the community in which it is

rooted, serving education, recreational and creative needs” (Hynes, Jerome

Druid: The First Ten Years 79). To that end, Druid introduced lunchtime theatre

to Galway in August 1975, presenting those performances three days per week in

an event room in the Coachman Hotel. After the summer season, the company

announced in October 1975 that it would continue production with Tennessee

William’s The Glass Menagerie (1944).8 During the first season, Druid staged

evening productions in the Jesuit Hall while continuing to present lunchtime

performances in the Coachman Hotel. Eventually, Druid leased and renovated

the event room and, therefore, secured a performance space known as the

Fo’castle Theatre, which seated 42 audience members during evening

performances and 36 spectators during lunchtime performances (Hynes “An

Audience” n.p.). While Druid provided a permanent physical theatre for Galway

audiences, it continued seeking opportunities for presentations outside the city.9

In September 1976, just over a year after its creation, Druid produced Off Obie, a

collection of one-act plays by American playwrights John Guare, Leonard Melfi,

and Terrence McNally, which began as a lunchtime offering. Melfi’s Birdbath

(1965) was subsequently presented at the Project Arts Centre in April 1977 and

marked Druid’s debut performance in Dublin. In 1978, Druid continued to

branch out into touring, visiting Writers’ Week in Listowel, County Kerry, with

In the Glens of Rathvanna, a compilation of Synge’s prose writings and The

8 Druid’s programming choices reflect the company’s interest in the international. Patrick Lonergan notes
that Druid presented 45 plays during its first five years and that the authors of 21 of those plays were not
Irish (Theatre and Globalization 228n9).

9 Druid’s website states: “Within a year of Druid’s founding, the company were bringing work to Galway
city’s hinterland, with a visit to Tuam in 1976” (“National Touring” n.p.). In a public interview, Garry
Hynes stated Druid started touring as early as 1976 “when she threw the set into the back of her car, and
Marie Mullen and Mick Lally did a two-hander in Athenry” and went on to say that Druid did the same in
1977, perhaps in Tuam (Hynes “An Audience” n.p.).
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Shadow of the Glen (1902) and The Tinker’s Wedding (1909).10 While Druid

looked outside Galway for performance opportunities, the company continued to

nurture its Galway audiences by creating a more permanent theatre space.

The Fo’castle’s limitations, such as inadequate rehearsal facilities and very

limited seating, eventually forced Druid to search for a larger space. The result

was the commencement of a long-term lease of a warehouse that Druid converted

into a theatre during the winter of 1978. One local newspaper observed:

This was a tremendously welcome development for Druid, as the
company felt that if 1978 ended without a larger premises being
located, the company would have to seriously consider closing, in
view of any possibility for expansion. (“New Home” 1)

In addition to extra seating, the new space provided a rehearsal room, a lobby,

and dressing rooms. The opening of Druid’s new theatre in May 1979 was a

defining moment in the company’s history and gave theatregoers a sense of the

company’s stability. At the same time as the permanent space allowed Druid to

“branch out” into touring, it permitted the company to “root” itself in Galway. In

essence, the theatre always had a home to return to. And Druid did continue to

consider touring as a way of reaching additional audiences. During the

refurbishment, Garry Hynes was interviewed for an article in the Evening Press

in which Graham Sennett wrote that:

She also recognises that Druid needs a hand in getting their work
more widely known and not just in Galway. They did a lunchtime
season at the Project in Dublin two years ago [with Leonard Melfi’s
Birdbath] and also played Listowel during the [1978] Writers’
Week. Despite good notices in Dublin, they lost money but broke
even on the Listowel venture. ‘We can’t afford to lose money…If
we’re to spend it’ll have to be in Galway but we’d welcome another
chance in Dublin’. (“How the Millers” 6)

10 The Tinker’s Wedding was first published in 1907 but premiered in 1909.
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When Druid next toured outside Galway, however, its destination was not the

country’s capital. In 1980, Druid embarked on one of the most significant tours

in its history, a tour which prioritised international performances over touring to

Dublin.

In September 1980, Druid presented four shows at the Edinburgh Festival Fringe:

Garry Hynes’s original revue based on Oscar Wilde’s life, The Pursuit of

Pleasure (1977); an original play written by Hynes that explored Ireland’s

relationship with England during the reign of Elizabeth I called Island Protected

by a Bridge of Glass (1980); and two one-act plays by Galway-born playwright

Geraldine Aron, Bar and Ger (1975) and A Galway Girl (1979). The trip to

Scotland marked Druid’s first performances outside Ireland and necessitated a

£6,000 fundraising drive. Donating £2,500, the Cultural Relations Committee of

Ireland’s Department of Foreign Affairs served as the major sponsor by providing

nearly 50 per cent of the necessary funds. Although the reasons for the CRC’s

sponsorship are unclear, they may have been engaging in a form of cultural

diplomacy, displaying eagerness to aid in the presentation of a new and exciting

theatre outside Ireland’s borders. Or, perhaps, they may have been supporting art

for art’s sake. Regardless, the financial support shows the Irish government’s

willingness to support Druid’s artistic mission abroad. The fact that Druid raised

the remainder of the necessary capital through local donations, at least one

benefit performance, and business sponsorship, reveals the support of the local

community. Through this support Druid’s tour merged the local and national

spaces in order to reach an international space, and those supporters of Druid’s

venture to Edinburgh were not disappointed. The company received two awards



Part One—Introduction
Druid from 1975 to 1983

22

for its productions: a Scotsman Fringe First for Pursuit and Island and a Radio

Forth award for Island’s original music, which was written and performed by

local traditional Irish music band, De Dannan. Upon Druid’s return to Galway,

the company’s international success was honoured by a mayoral reception

(Smyllie “An Irishman’s Diary” 9). Although Druid was later criticised for its

absences from Galway, the celebration of Druid’s first trip to Edinburgh

underscores the prestige of international touring in the eyes of Galwegians at that

time. It also shows the connection between symbolic capital and touring that I

mentioned previously.

Galwegians, though, were not the only ones to take notice of Druid’s success.

The company’s new “international” reputation warranted increased attention to

Druid’s activities at home in Ireland. For instance, Northern Ireland’s Irish News

noted: “Druid is a small but dynamic company. Somebody should invite them

up. After Edinburgh there’ll be no stopping them” (Druid Theatre T2/69).11 The

interest in Druid’s activities extended to Ireland’s capital where Island was

scheduled as part of the 1980 Dublin Theatre Festival. However, Druid pulled

Island from the programme when the Festival refused to meet Druid’s required

guarantee of £1,350. Quoted by Michael Finlan in the Irish Times, Garry Hynes

remarked that “even though we wrote to Dublin in April, we didn’t hear a word

from them until the middle of August. By this time, with the Edinburgh

commitment made and secured, we simply didn’t have the extra money to go to

Dublin” (“An Irishman’s” 9). Commenting on the irony of the situation that

Druid’s successful productions could be enjoyed internationally but not at home,

11 Druid’s archives are located in Special Collections of the National University of Ireland, Galway’s James
Hardiman Library. The collection number is T2. The parenthetical citations follow this format: “T2”
followed by one number, which refers to the NUIG file number.
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Finlan noted: “And so, Dublin festival-goers were denied a chance of seeing this

remarkable group of professionals from the west who scored such a splendid

success at Edinburgh” (ibid. 9). That Druid did not appear at the 1980 Dublin

Theatre Festival shows the company’s determination that it not be defined by

Dublin as the space associated with national theatre. Garry Hynes has

acknowledged that Druid garnered much publicity from the breakdown in

negotiations between Druid and the Festival, which worked in conjunction with

the company’s international success to bring Druid increased attention nationally

(Hynes “An Audience” n.p.). Even so, because of the symbolic capital Druid

gained by its success abroad, the company did not need a Dublin performance to

garner notoriety.12

Other companies were able to use the symbolic capital Druid gained by its

Edinburgh performances. For example, after a successful run of Shakespeare’s

Much Ado About Nothing at Druid’s theatre in December 1981, the company was

invited to perform it at the January 1982 opening of Sligo’s Hawk’s Well. The

Hawk’s Well was the first purpose-built theatre located west of the River

Shannon.13 Druid’s appearance at the opening suggests that, by that time, Druid

was perceived as something more than a Galway company and, perhaps, that the

quality of the performance was what Hawk’s Well’s programming should aspire

to.14 Such invitations balanced Druid’s interest in international touring with its

commitment to bringing productions to small Irish towns and villages that were

12 Dublin audiences waited until June 1981 when Island Protected by a Bridge of Glass appeared at the
Abbey’s Peacock Theatre along with lunchtime performances of Geraldine Aron’s Bar and Ger.

13 The River Shannon is the major physical barrier between western and eastern Ireland.
14 Although the honour of opening Limerick’s Belltable Arts Centre (formerly the Confraternity Theatre) in

April 1981 was bestowed on the Abbey Theatre’s production of Brian Friel’s Faith Healer (1979), Druid
was one of the companies scheduled for the first season and presented Bernard Farrell’s I Do Not Like
Thee, Dr. Fell (1979) in August 1981.
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not visited by professional theatres. Druid’s Unusual Rural Tours are another

example of the valuing of space. Druid gives value (symbolically) to a place by

visiting it: the village or town is significant because a theatre company has come

into it. But by doing so, Druid also marks itself as important: the theatre company

is significant because it tours throughout Ireland.

In 1982, Druid’s re-interpretation of The Playboy of the Western World brought

further attention to the company when it was presented locally, internationally,

and nationally. After opening the play in Galway, Druid toured Playboy to the

1982 Edinburgh Festival Fringe (along with lunchtime performances of The

Shadow of the Glen). Along with further assistance from the Cultural Relations

Committee, Department of Foreign Affairs, the trip to Scotland was made

possible with support from such entities as Western Rent-a-Van and Sealink,

which provided transportation, as well as Irish Shell. The sponsorship of

Western Rent-a-Van and Sealink is significant. Any company that provides in-

kind support to a charity is doing so for at least two reasons: to gain symbolic

capital and to gain economic capital; that is, money. Bourdieu’s concept of

symbolic capital is that which does not have a monetary value; however, it can be

turned into economic capital. The symbolic capital gained by the Rent-a-Van and

Sealink sponsorship is related to the perception of those companies as helpful and

charitable. However, they may be able to convert such symbolic capital to

economic capital through the free advertising they receive from announcements

in newspapers and listings in Druid’s programmes. This is particularly

significant because they are companies whose services are grounded in

movement. So, if Druid’s use of their services is acknowledged publicly and if
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Druid’s tour is successful, sponsors such as Western Rent-a-Van and Sealink will

be seen as successful as well, which could result in increased bookings for their

services. In turn, Irish Shell’s contribution is tangentially similar to that of

Western Rent-a-Van and Sealink as its product is transformed from crude oil into

petrol and diesel that is used to power the vans and ships.

Upon its return from Edinburgh, Playboy served as Druid’s inaugural Theatre

Festival production in September 1982. The Irish Times hailed it as “definitive”,

an honour conferred on all of Druid’s future performances of the play (Nowlan

“Theatre Festival” 8). After stops in Sligo and Cork, Druid performed Playboy on

two of the three Aran Islands in October 1982. Ironically, these rural

performances increased Druid’s national visibility when they spawned an Irish

television documentary Back to the Cradle, which was televised nationally. The

next month, the production initiated Druid’s touring to Northern Ireland with

stops at Derry’s Guildhall and the Belfast Civic Arts Theatre, the latter as a part

of the Belfast Arts Festival.15

During 1982 and 1983, Druid firmly established its touring reputation and circuit,

presenting productions on both sides of the Irish border and in Dublin. Druid’s

decision to bring professional theatre to rural areas in Ireland was assisted by the

demise of the Irish Theatre Company, which had toured professional productions

around Ireland. Founded in 1974, the Irish Theatre Company ceased operation

when the Arts Council withdrew its support of the organisation, possibly due to

15 Druid offered other smaller tours as well during this time period such as bringing Dion Boucicault’s The
Shaughraun (1874) to the Abbey’s Peacock Theatre during the summer of 1982. See the Appendix for a
full account of Druid’s productions from 1975 to 2005. Druid toured a revival of this production of
Playboy in February/March 1985 with visits to Clifden, Castlebar, Kiltimagh, Ballaghdereen, Ballinamore,
Shercock, Carlow, Callan, Clonmel, London’s Donmar Warehouse and, upon its return, Limerick’s
Belltable Arts Centre.
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perceived mismanagement or overspending of funds. The 1982 Arts Council

report stated that “[o]n a grant of £287,000 in 1981 the ITC was able to mount

only three tours over a period of twenty-six weeks” (Annual Report 1982 19).

The ITC was granted a final £85,000 in 1982 and was replaced by the National

Touring Agency (ibid. 21). Druid was allocated nearly £20,000 in 1983 for

touring, which the company took full advantage of by offering tours of Richard

Brinsley Sheridan’s The Rivals (1775) and M.J. Molloy’s The Wood of the

Whispering (1953). During the run of Wood at the 1983 Dublin Theatre Festival,

Garry Hynes was asked about the company’s future. Her response demonstrated

Druid’s commitment to “try to continue to present theatre that is exciting, that

provides some sort of experience for the audience” (Comiskey “The Saturday”

14). Prior to the Dublin performances, Druid had done just that by touring Wood

to places that lay outside any regular touring circuit. By visiting such small towns

as Lisdoonvarna in County Clare, Rossaveal and Milltown in County Galway,

Westport in County Mayo, and Ballyshannon and Ballybofey in County Donegal,

Druid created a regional touring network that became known as the Unusual

Rural Tour, or URT, as the company began to call them. Druid’s commitment to

rural touring was juxtaposed against a subsequent tour of Wood to Dublin’s

Olympia Theatre in December 1983, which prompted one newspaper to proclaim:

“[I]t is not praising the Druid company too highly to say they are the Abbey

Theatre of the West” (Druid Theatre T2/75).

The comparison to Ireland’s National Theatre indicated that Druid’s work was

representative of the national, or, perhaps more precisely, Druid’s work gave a

national voice to the regions that lay outside of Dublin. Druid’s next step in its
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organisational development brought the regions, in particular the west of Ireland,

wider acclaim when Tom Murphy became Druid’s Writer-in-Association in

1983. The partnership with Murphy assisted Druid in creating an expanded

touring network that the company used to further its international performances.

At the time of the Druid/Murphy association, both were similar to some extent in

terms of their international recognition. Druid had not toured outside Ireland and

the United Kingdom; and Murphy had not premiered a play outside of the same

environs.16 Druid’s relationship with Murphy brought the company together with

a playwright of national and international stature, and productions of his works

expanded Druid’s touring network significantly.

From the presentation of three plays in a local secondary school’s activity room

to the London stage, Druid expanded its audience, which included people in the

smallest of Irish villages as well as those in a centre of European theatrical

activity. Remarkably, Druid’s trip to the Edinburgh Festival Fringe in 1980, a

trip marketed as an “international” tour, actually propelled the company to its

regional and national success. The perception of Druid as a “regional” company

or a “national” company was dependent on the location in which Druid

performed. While performances around Ireland classified Druid as a regional or

provincial theatre, Druid’s inclusion in the Edinburgh Festival Fringe defined the

company as an Irish theatre. In addition to reinforcing Druid’s reputation as a

national company representing Ireland, these international performances

bolstered the company’s development as an international touring theatre by

providing opportunities for networking with other international festivals. By the

16 Murphy’s She Stoops to Folly premiered outside of Ireland and the United Kingdom when it was produced
by California’s South Coast Repertory Theatre in 1995.
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time Druid paired with Tom Murphy, the company had developed a rigorous

touring schedule within Ireland and had begun to do so internationally with two

trips to the Edinburgh Festival Fringe, which demonstrates Druid’s preoccupation

with mobility. As I have shown, Druid’s mobility brought with it symbolic

capital as the company moved between the inside and the outside of Galway, of

the west of Ireland, of the nation.
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Tom Murphy to 1983

For Murphy, the relationship with Druid as the company’s Writer-in-Association

came at an important point in his career. Upon joining Druid, he remarked that he

sought “a degree of rejuvenation” through his work with the company (Druid

Theatre T2/74). In order to appreciate Murphy’s desire, it is necessary to

understand the trajectory of his career that led to his partnership with Druid.

From an early age, Tom Murphy’s background attuned him to the issues of

outsideness and migration. He was born in Tuam, County Galway, in 1935. His

parents were “buff shams”, country people from about five miles outside of the

town who had moved into Tuam (Waters “The Frontiersman” 26). As a result,

Murphy’s skill as a playwright has been based on the ability to portray people on

the outside of a community; people who do not know where they belong and

whose attempts to integrate are thwarted, in part, by others’ perception of them as

outsiders. Further, his father’s (and many siblings’) departure for England to

earn a living, brings into relief Murphy’s focus on migration in his plays. In turn,

Murphy’s characters often perceive migration as an answer to their feelings of

outsideness only to realise upon migrating (and, sometimes, returning) that

migration only exacerbates their status as outsiders.

Murphy began his education at the Christian Brothers School (C.B.S.) and not St.

Jarlath’s College where the middle and upper classes were educated. From the

Christian Brothers, he moved to Tuam’s Vocational School, known colloquially

as “the Tech”, where he studied metalwork. The change in educational setting
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made Murphy aware of clear distinctions between the middle and working

classes. In a 1991 interview, he said:

I was one of the five in my class in the C.B.S. who’d passed the
Inter [intermediate certificate] so they, naturally enough, wanted
to hold on to me and when I told the Superior I was moving he
said, ‘You can go to hell or you can go to the tech’. In truth I had
been in hell with the Brothers and I was very, very happy in the
tech—even if I did become acutely aware of the class divide. (J

Murphy’s comments suggest his own outsideness as well. As one of only five

students who passed the examination, he was distinct from many of his

classmates. The Superior’s comment intimates that, while Murphy was unhappy

at the Christian Brothers, he would be unhappier at the Tech, perhaps because his

academic achievement would surpass those of the students already enrolled.

Instead, as Murphy mentions, he found he did fit into his new school although the

experience heightened his awareness of his own outsideness.

Murphy’s awareness of class barriers deepened when he began work as an

apprentice fitter-welder at the Tuam Sugar Factory in 1953. In 1955, he received

a scholarship to a Vocational Teachers’ Training College in Dublin; and after

completing his studies, he assumed the position of Engineering Teacher at the

Vocational School in Mountbellew, County Galway.

Together with his childhood friend, Noel O’Donoghue, Murphy created On the

Outside in 1959.17 The often-told story of Murphy and O’Donoghue’s decision

not to set the action of the play in an Irish kitchen reveals their reaction against

traditional Irish playwrighting. On the Outside critiques the class divide Murphy

17 Murphy had joined the Tuam Theatre Guild in 1952. His first performance was in Synge’s Shadow of the
Glen in which he had the role of Dan Burke. Thanks to Lisa Coen for sharing this information, which she
garnered in a 2007 interview with Murphy.
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experienced in Tuam. In the play, two working class factory workers try to gain

admission to a dance, sponsored by the Irish National Teachers’ Organization,

while the unseen middle class teachers enjoy their time inside. The script was

submitted in amateur theatre competitions under the pseudonym “Dionysus” in

an effort to protect Murphy’s reputation, to allow him to stay on the “inside” of

his job. Since he was teaching at the time, the play’s subject matter might have

provoked criticism from fellow teachers. Although the script was produced for

radio in 1962, twelve years elapsed before On the Outside received its

professional premiere in 1974.

In his next play, The Iron Men, Murphy expanded the theme of outsideness

through the main character, Michael, whose emigration does not allow him to

escape his troubles as he expected it would. The Iron Men won the All-Ireland

award in 1960, but the prize was withheld when the committee decided the play

could not be produced. That decision foreshadowed the response of the Abbey

Theatre’s Managing Director, Ernest Blythe. The Abbey Theatre’s rejection of

the play is well documented as is Blythe’s response upon reading it: he felt such

people did not exist in Ireland (O’Toole The Politics 54, Tóbín “Thomas

Murphy’s” 24, Welch The Abbey 188). Blythe’s rejection of the play opened the

way for its London debut, an unusual phenomenon at a time when most Irish

plays premiered in Dublin and then moved on to London. Due to the London

premiere of a movie called The Iron Men, the play was re-titled (Murphy Papers

TCD MS11115/6/2/3). On 11 September 1961 at the Theatre Royal, Stratford

East, Tom Murphy’s A Whistle in the Dark opened, and Murphy emerged as a
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distinctive writer opposed to traditional Irish theatre practices.18 Murphy’s

experience in London mirrors Druid’s first trip to Edinburgh: both the

playwright and the theatre company achieved recognition inside Ireland by

presenting their work outside Ireland. Through both his writing style and the

play’s subject matter, Murphy dismissed the traditional theatrical forms of the

day, depicting the experiences of Michael Carney, an Irish emigrant to England,

in a manner that inverted the stereotypical peasant drama generally found on the

stage of Ireland’s national theatre. The success of A Whistle in the Dark resulted

in its transfer to London’s West End where it opened at the Apollo Theatre on 17

October 1961. A Whistle in the Dark was produced in Dublin the following year,

but the production inside Ireland was only possible because of the play’s success

outside of the country the previous year. One newspaper reported Blythe’s

reaction upon seeing the play there in March 1962: “It hadn’t changed his

opinion. ‘I never saw such rubbish in all my life’, the Abbey boss confided”

(Murphy Papers TCD MS11115/6/2/3). Arvin Brown, Artistic Director of the

Long Wharf Theatre in New Haven, Connecticut, staged the play there in

February 1968; and, under Brown’s continued direction, it opened Off-Broadway

at the Mercury Theatre on New York City’s Lower East Side in October 1969.19

The success of Whistle prompted Murphy to move to London in 1962. The

physical distance between Murphy and Ireland provided a psychological space,

which allowed him to examine Ireland impartially. Recalling his departure from

Ireland, he said in 1986: “I think...that one has to slay one’s own town by getting

18 A common misperception is that A Whistle in the Dark was produced and directed by Joan Littlewood
whose Theatre Workshop operated out of the Theatre Royal and who previously directed Brendan Behan’s
The Quare Fellow (1954) and The Hostage (1958) for Theatre Workshop. However, neither Littlewood
nor Theatre Workshop had any involvement in the production; the play was directed by Edward Burnham
and produced by Robin Fox.

19 Roberta Maxwell received an OBIE award for her portrayal of Betty Carney (Lucille Lortel n.p.).
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away from it, distancing oneself from it so that one can become objective about

it” (Waters “The Frontiersman” 27). His newfound detachment and his

experiences with London play-going encouraged Murphy’s experimentation with

writing styles. He wrote such plays as A Crucial Week in the Life of a Grocer’s

Assistant (1969). Originally titled The Fooleen and written shortly after Whistle,

the play’s action is depicted through John Joe Moran’s dreaming and conscious

states as he decides whether or not to emigrate. Murphy’s Famine (1968) uses

scenes that draw on Brecht’s ideas of Epic Theatre, which provides a stylised

glimpse into the lives of people struggling with the effects of the Famine.

Murphy had returned to Ireland by the time the Abbey produced his surreal fairy

tale The Morning after Optimism (1971). Murphy’s return to Ireland was, in part,

a financial decision. In 1969, Minister for Finance Charles Haughey brought in a

tax exemption for artists. Dermot Keogh explains that the benefit “freed painters,

sculptors, writers and composers who were living in Ireland from income tax on

all earnings derived from creative work judged to be of cultural merit” (Twentieth

Century 262; emphasis added). In a 14 December 1975 draft letter to Minister

for Finance Richie Ryan, Murphy asks for help to “further my claim as a writer to

obtain tax exemption from Income Tax for the two years 1970-1972” (Murphy

Papers TCD MS11115/9/1/12/2/19).20 Another reason for Murphy’s return may

have been that his work had finally been produced at the Abbey. The White

House was produced by the Abbey Theatre and debuted at the 1972 Dublin

20 In the letter, Murphy goes on to say that he is seeking a re-appeal of his case because the Revenue
Commissioners will not allow him to seek a claim retrospectively: “Though I did not apply to the Revenue
Commissioners within the time limit stipulated in the 1969 Finance Act, I did—immediately prior to
returning to live here—state in an interview broadcast by RTE that my decision to return to live in Ireland
was prompted by the 1969 Finance Act. While resident in England I sought advice from an accountant on
the 1969 Finance Act and the necessity for making a claim within a time limit was not pointed out to me”
(Murphy Papers TCD MS11115/9/1/12/2/19).
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Theatre Festival. Murphy directed On the Outside, which received its first

professional production in September 1974, at Dublin’s Project Arts Centre as

part of that year’s Dublin Theatre Festival. The popularity of Murphy’s play

prompted him to write a companion piece, On the Inside. The importance of the

second piece is that is reveals that those “on the inside” of the dance are no

happier than Frank and Joe who remain “on the outside”. In November 1974, the

plays were staged at the Peacock and subsequently transferred to the Abbey

Theatre’s mainstage. The Abbey’s 1975 production of Murphy’s The Sanctuary

Lamp premiered to much negative press in response to its anti-clerical themes.

Audiences walked out of the theatre (Quidnunc, “An Irishman’s Diary” 1975,

11). Critics bemoaned the fact that they could not understand the play after only

one viewing and felt it offered no hope (Nowlan, “Tom Murphy’s” 10; Rushe,

“Flashes” 3).

After the disappointing reception of both The Sanctuary Lamp and The J. Arthur

McGuinness Story in 1976, Murphy took two years off from writing (Druid

Theatre T2/74). His next new play, the Abbey Theatre’s 1980 production of The

Blue Macushla, received poor critical responses and small audience attendance

forcing the Abbey’s then Artistic Director, Joe Dowling, to withdraw it from

production prior to the end of its scheduled run (McDonald “Abbey” 5).21

Murphy directed his adaptation of Liam O’Flaherty’s novel The Informer for the

1981 Dublin Theatre Festival. The play’s reception and attendance were

disappointing (Dixon, “Crying” 10; Hennigan, “The State” 6). Murphy’s career

rebounded in 1983 with revivals of The Morning After Optimism, directed by

21 The Blue Macushla opened 6 March 1980, and closed 22 March 1980, one week before the end of its
scheduled run. It was replaced by a revival of Bernard Farrell’s popular play I Do Not Like Thee Dr. Fell
(1979).
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Michael Scott for Dublin’s Project Arts Centre in April and Red Rex’s

production of The Blue Macushla. Murphy rewrote The Blue Macushla, and Red

Rex toured it to Limerick’s Belltable Arts Centre, Galway’s Jesuit Hall, Sligo’s

Hawk’s Well, and Cork’s Everyman Theatre before the play opened at the 1983

Dublin Theatre Festival. Tom Murphy had two plays in the 1983 Dublin Theatre

Festival: Red Rex’s Macushla at Dublin’s Mansion House and the Abbey

Theatre’s world premiere of The Gigli Concert. Gigli generally found favour

with reviewers although their criticism of the play’s runtime, three and a half

hours, overshadowed any other commentary, whether positive or negative. The

Gigli Concert won Murphy the Harveys Irish Theatre Award for best play while

Godfrey Quigley received a Harveys best actor award for his portrayal of

Irishman in the play (Druid Theatre T2/77). By the time Murphy joined Druid as

the company’s Writer-in-Association in September 1983, he was an

accomplished playwright emerging from a rather stagnant period of his career

who was seeking “rejuvenation”.

Murphy’s career has been defined by space. First, his biography shows his

awareness of outsideness in his family and his community, and that outsideness

found its way into his work beginning with the first play he wrote in which two

men are “on the outside” of a dancehall. The outsideness of the characters in

Murphy’s second play, A Whistle in the Dark, was so disparate from those

usually presented on the stage of Ireland’s national theatre that Murphy had to

bypass the centre of Irish theatre and open the play in London. It was only after

his success outside Ireland that he was able to return to Dublin and begin a

relationship with the company that had forced him out of the country initially,
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which demonstrates the value of travel through space. Although many of his

plays were received ambivalently by Dublin audiences, his association with the

Abbey as a playwright and a board member combined with his prior London

success gave him symbolic capital, which helped Druid develop its touring

network.
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Themes of the Druid/Murphy Partnership

At the same time as Murphy was experiencing a renaissance of his work, Druid

sought the prominence only a recognised playwright could provide. Garry

Hynes, Druid’s co-founder and Artistic Director, noted in 2007:

In the 1980s…we became very conscious in Druid that we needed
to engage with new writing, engage with it in the level of working
with an established writer, not just through presenting new work by

Previously, though, Druid had been engaged in new writing through its

relationship with playwright Geraldine Aron. Aron was born in Galway,

educated in Dublin and London, and lived primarily in Africa as an adult. Druid

had presented the Irish and European premieres of her plays Bar and Ger (1975)

in October 1978 and A Galway Girl (1979) in November 1979. By the time

Druid commissioned her to write Same Old Moon (1984) in celebration of

Galway’s Quincentennial, Bar and Ger had been translated into five languages

and produced in twelve countries, and the Gate Theatre had produced her play

Along Came a Spider in 1980, which shows Druid’s ability from an early stage to

generate work that would have an international reach and significance (Druid

Theatre T2/76).22 However, her work was not as familiar to audiences as Tom

Murphy’s. Perhaps more importantly, Aron’s work was not as well respected as

Murphy’s. He had twenty-five years of experience, a long association with the

Abbey Theatre, and the prestige of productions that had been presented in

London and America. All of those achievements gave him credibility as well as a

national and international reputation. Therefore, Hynes’s distinction between

“established” and “young” suggests the company’s interest in moving the

22 Druid premiered three other Aron plays after ending its relationship with Murphy: The Stanley Parkers
and The Donahue Sisters in July 1990, and My Brilliant Divorce in 2001. Garry Hynes directed all of
them. The Gate Theatre’s production of Along Came a Spider, directed by Paul Brennan, previewed 15
July, opened 16 July, and closed 23 August 1980.
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organisation forward, perhaps in terms of its international presence. A

relationship with Murphy also gave Druid an opportunity to respond to the

establishment of Field Day Theatre Company. Like Druid, Field Day prioritised

rural touring, and it had the allure of its own partnership with Murphy’s

contemporary, Brian Friel.23

The partnership between Druid and Murphy can be examined in terms of a

number of themes. The first is each party’s association with the west of Ireland.

Druid has been based in Galway (often referred to as the “Gateway to

Connemara”) since its founding in 1975, and Murphy was born in Tuam. By

examining their location, it becomes obvious that Druid and Murphy

independently subvert stereotypes associated with the west of Ireland. The

similarities between Druid’s (in particular, Garry Hynes’s) and Murphy’s artistic

vision, including the international influences on each, shows that they were

uniquely suited to each other’s style. Finally, and perhaps most importantly, each

party’s interest in migration demonstrates an attraction to and interest in

mobility—moving through space from one place to another. The intersection of

all of these made for an association that affected both Druid and Murphy.

The place where a play is performed is imbued with meaning prior to the

performance. In Druid’s case, the west of Ireland has long been imagined as an

idyllic rural area in which Irish speakers live and work as agrarians. Shaun

Richards has called such a perception “a pastoral extremism, which bordered on

primitivism” (“Refiguring” 82). When Druid presented The Playboy of the

23 Friel had founded the company with actor Stephen Rea in 1980. The pair based the theatre in Derry,
Northern Ireland.
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Western World in 1982, they presented a show that was decidedly anti-pastoral.

Druid’s Pegeen Mike scratched as she wrote out her shopping list, which

included her wedding accoutrement and a fine-toothed comb for the nits that

caused her itchiness; the dirt floor of the shebeen left a haze of dust when

disturbed by barefoot peasants; and Sarah Tansey and her friends were decidedly

dirty (and probably smelly as well).24 That the setting was a traditional thatched

cottage was certain since the set showed a vertical cut out of the house with

authentic trappings, some of which the company borrowed from Galwegians,

who had been appealed to by an advertisement in a local newspaper (Fig. 1).

Fig. 1. Advertisement for properties (“Can you help” 10)25

Although the properties were “authentic”, Druid’s presentation of Synge’s

characters was in opposition to the traditional enactment found at Dublin’s Abbey

Theatre. As Declan Kiberd observes:

The peasant women in the Druid version seemed more like
harridans with horrendous muscles and gapped teeth than the
fresh-faced colleens so beloved of the National Theatre in

24 Comments on Druid’s production are gleaned from viewing a video of the performance at Druid’s office.
25 This call for the public’s assistance creates a special interaction between the inside and the outside since

the inclusion of potential audience members’ personal possessions provides them a way to see themselves,
through their possessions, represented in the world of the play.
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Dublin….[so]….[t]hat Druid[’s] staging was like none seen in
Ireland before, except perhaps the opening of the production
mounted under Synge’s watchful eye in 1907.

Druid, then, resisted a pastoral interpretation of the play that could be tied to the

company’s location in the west of Ireland.26

Such resistance is palpable in Murphy’s plays as well. While many of Murphy’s

plays are set in the west of Ireland, he works against any prior constructed

meanings of that place, and presents what Una Chaudhuri calls the

“geopathology” of the area. Chaudhuri defines the term as representing “[t]he

problem of place—and place as problem”, a phenomenon that she says “informs

realist drama deeply, appearing as a series of ruptures and displacements”

(Staging Place 55; original emphasis). Geopathology is evident in the Murphy

plays that Druid selected for production. The peasants in Famine suffer

geopathologically on a natural level and on a manmade level: the potato blight

kills their main food source and their landlords evict them from their homes. In

On the Outside, Frank describes the area in which he lives as a “one ass place”

and a “damn place”, but it is the analogy Frank uses to describe the town that

brings into relief his problem of place: he describes it as a tank from which he

cannot escape (Murphy Plays 4 174, 192, 180). In Conversations on a

Homecoming and Bailegangaire¸ Michael and Mary, respectively, resort to self-

imposed exile in order to alleviate the geopathological issues associated with

their home places. Upon the discovery that such relief is impossible, both

26 Reinterpreting classic Irish plays is Garry Hynes’ trademark, which is evident in her 1983 Druid
production of M.J. Molloy’s The Wood of the Whispering, and her 1991 reinvention of Seán O’Casey’s
The Plough and the Stars at the Abbey Theatre. Brian Singleton notes that Hynes’ Plough drew attention
to “the decentred and marginalised voices which had been written out of the national cultural agenda”
(“The Revival revised” 263). This attitude is clear in Druid’s creation. By making theatre on the margins
that eventually became recognised, Hynes brought herself from the margins to the centre of Irish theatre,
serving as the Abbey’s Artistic Director from 1991 to 1993.
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characters return, only to find that return does nothing but aggravate their

problems. Murphy’s Ireland is a site of discontent in which disgruntled

characters cannot find satisfaction and so many depart seeking fulfilment. Once

they leave, however, they find contentment elusive. The plays Druid chose to

present during their partnership with Murphy will be examined in greater detail in

Part Two of this study. For now, however, it is enough to remember that

Murphy’s work shows his opposition to a traditional depiction of the west of

Ireland as an enchanted place filled with contented people.

The work of both Druid and Murphy strives to contradict pastoral representations

of the west of Ireland. It is striking, then, that Druid’s creative venture with Tom

Murphy bolstered both parties’ reputations, in part by each taking advantage of

the other’s affiliation with the west of Ireland. In the 6 August 1985 edition of

the Irish Times, Howard Kinlay reported on a Radio 4 programme celebrating

Druid’s tenth anniversary:

Its isolation from Dublin was also its strength, opined Hynes, since
plays could be approached in their own way, free of the influence of
the Abbey or the Gate: ‘We just took the play and did it as we saw it’.
By this means, and with a colossal amount of energy, they built not
just audiences, but also a hall in which to play.

Perhaps even more importantly, Kinlay reported: “Druid and Galway, says

Hynes, you can’t separate them” (10). The fact that Murphy’s hometown was

Tuam complemented Druid’s presentation of itself as a theatre with strong

connections to the west of Ireland: now, the west of Ireland company was

working with a west of Ireland playwright. This representation was reinforced by

the Irish press, which presented the association as a homecoming of sorts for
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Murphy (Druid Theatre T2/74). The similarities between Druid and Murphy did

not end with their connection to the west of Ireland, however.

Druid was able to build an audience for Murphy’s work because the company’s

artistic vision was compatible with Murphy’s. The partnership combined

Murphy’s incessant re-working of his scripts with Druid’s frequent

reconsideration of its productions. Druid’s continual reappraisal of John

Millington Synge’s The Playboy of the Western World serves as a good example

of the company’s approach to theatre: Druid revisits the same play with different

productions. After Druid’s initial production of the play in 1975 the group

produced it with significant design and casting changes each time, on a further

four occasions: 1977, 1982, 2004, and 2005. Playboy served as Druid’s first

production in London when it appeared at the Donmar Warehouse in February

1985. Like Druid, Tom Murphy is noted for continually revising his work. As

journalist Mary Murphy noted in 1984: “He writes and rewrites endlessly,

sometimes up to twenty drafts before he’s satisfied” (“Creative” 4). And in a

published interview with Michael Billington, Murphy acknowledged his process

saying: “It is nothing to me to do thirty drafts of a play” (Murphy “In

Conversation” 107). Murphy’s amendments can also be seen in his archival

papers and drafts, located in Trinity College Dublin’s Manuscript Department,

where nearly every page is corrected in ink or pencil. While revision is always

part of the playwrighting process, Murphy is marked out by the fact that there are

multiple published versions of his plays. This is exemplified in a script such as

Conversations on a Homecoming. First published by Gallery Press in 1986, the
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play has been reprinted twice by Methuen—both reprints having been revised

prior to publication.27

Aspects of Brecht’s style are found in Hynes’s and Murphy’s respective

production and playwrighting techniques, which also made for a complementary

artistic union. Hynes is well known for her use of theatrical mechanisms that jolt

the audience into an awareness that they are not mere witnesses of representative

depictions.28 Further, she had previously directed Brecht’s The Threepenny

Opera (1928) in May 1979, which was the first show Druid produced in its new

space.29 Likewise, Murphy’s use of non-naturalistic devices is demonstrated in

many ways, such as the episodic structure of Famine and the artificial language

and fairy tale-like setting of The Morning After Optimism. Both Hynes and

Murphy have acknowledged other international artists’ influences on their own

work. Hynes has stated that her work has been largely shaped by the Off and

Off-Off Broadway plays that she saw while spending summers in New York in

the early to mid 1970s when she noticed that plays did not have to be performed

on stages (Hynes “An Audience” n.p.). In Druid’s 1980 production of Island

Protected by a Bridge of Glass, written by Hynes in association with Druid

actors, a large-scale figure represents Elizabeth I. Likewise, Murphy’s writing

has been influenced by the work of international playwrights such as Tennessee

Williams and Federico Garcia Lorca. In a 1991 interview with Hot Press

27 For a good account of Murphy’s writing process see José Lanters’ article on Murphy’s 1989 play, Too
Late for Logic, “New Mind over Old Matter: The Evolution of Too Late forLogic”.

28 See Patrick Lonergan’s analysis of Garry Hynes’ 1991 production of The Plough and the Stars, which was
the first play she directed as Artistic Director of the Abbey Theatre (Theatre and Globalization 64-66).
Her decision to include a large mirror onstage meant that spectators could see themselves “represented
onstage: they were watching a historically significant event, while seeing themselves represented in it”
(64).

29 In March 1983 Andy Hinds directed Brecht’s Mother Courage (1941).
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journalist Joe Jackson, Murphy noted the influence of Williams’s A Streetcar

Named Desire:

...reading it certainly became a punctuation mark in my life. I’d read
Chekov, Ibsen, Strindberg, and so on and there were chalk marks on
the wall but Williams was, and is, so exciting because he is so poetic
and charged with an energy that Arthur Miller, for example, never
could achieve. I’d never heard anything like the language—I could
hear it—and I recognised the person, the human being, in Stanley. He
wasn’t just a character and the overall impression, rather than sense of
comprehension, that play made on me was truly a liberating force in (

Murphy has often said that he writes from a mood rather than a specific idea for a

narrative, an approach that echoes the “impression” that Williams’s play left on

him. Murphy has also indicated that Spanish playwright Federico Garcia Lorca,

whose plays he encountered after his first encounters with Williams’s work, is his

“favourite playwright” (Hickey and Smith A Paler Shade 226).30 Murphy evokes

Lorca’s focus on rural representation (an interest they share) when talking about

his hometown, Tuam, County Galway: “In Church View, Tuam, you have a street

of windows. It is a pity that Lorca isn’t living there to write about it” (ibid. 225).

Three of Lorca’s most famous plays—Blood Wedding (1933), Yerma (1934), and

The House of Bernarda Alba (1945)—are generally grouped together and

referred to as Lorca’s rural trilogy. Both Hynes and Murphy acknowledge the

inspiration of international artists on their work, which allows them better to

understand and appreciate Irish plays and playwrights as well as their own

experience in Ireland. For example, Garry Hynes has mentioned that she did not

feel connected to Ireland and in choosing Brian Friel’s The Loves of Cass

Maguire as one of Druid’s first productions, she was drawn more to the character

of Cass rather than to the work of an Irish playwright. However, after

30 See José Lanters’ “The Theatre of Thomas Murphy and Federico García Lorca” for a good account of
“some of the connections between Murphy’s work and Lorca’s, both in thematic terms and in terms of
stagecraft” (481).
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reinterpreting Synge’s work she was able to look at the work of Irish authors such

as M. J. Molloy and feel a connection to their work and to Ireland (Hynes “An

Audience”). In a 2001 interview, Tom Murphy echoes Hynes’s idea that looking

outside Ireland allows one a better understanding of Ireland:

Perhaps it [Murphy’s admiration of playwrights such as Williams and
Lorca] was even more indicative of the type of life that I felt myself in
where anything Irish was a pain in the arse. And that included
O’Casey and Synge. It was a stultifying time; it wasn’t just my home
town, the culture that pervaded the whole country was repressive. We
were very insular—we congratulated ourselves on our insularity—that
was part of the ideology that prevailed. I felt anything Irish couldn’t
be good, and so peculiarly I had to find Synge through Lorca, Lorca
who was of course greatly influenced by Synge, and it was ten or
fifteen years after my first sortie into writing with my old friend Noel
O’Donoghue that I realized and boggled and knelt before the genius of

Thus, both Hynes and Murphy expressed their interest in going outside Ireland’s

borders, and Druid’s international tours of Murphy’s plays manifested that

interest in a particularly successful manner.

Finally, themes of migrants leaving Ireland and of migrants returning to Ireland

are ones that Druid has explored since its first performances in July 1975 when

the company began with a repertory-style presentation, which as mentioned

above included J. M. Synge’s The Playboy of the Western World, Brian Friel’s

The Loves of Cass Maguire, and Kevin Laffan’s It’s a Two-Foot-Six-Inches-

Above-the Ground World. All of these plays consider migration and/or mobility.

Playboy examines Christy Mahon’s excursion within Ireland. However, his

return to his home county and the effects of his journey are not examined

onstage. At the end of the play, spectators can see how Christy’s arrival changed

Pegeen from a pragmatic woman to a romantic and back again; but the audience

is left to reflect on the consequences of Christy’s flight to Mayo and subsequent
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return to Munster and whether or not his journey changed him. Laffan’s comedy

explores the Catholic Church’s stance on the use of contraception, which is

considered in relation to the reality of bringing a child into the world. In the play,

Mick, an Irish Catholic immigrant to Liverpool, struggles with his Catholic-

convert wife’s wish to use contraception. Finally, in Friel’s play, the main

character returns to Ireland after living in America for over fifty years and finds

that the Ireland and family she left are not the home and people she remembers.

While the significance of these characters’ migration may not be the main focus

of each play, they do share the common theme of displacement due to human

mobility—a prominent theme in Irish literature generally and in Druid’s

productions of Tom Murphy’s plays in particular. Indeed, the reason for exile,

the effect of migration on the migrant, and the experience of return are

interrogated in many of Murphy’s plays. For instance, Murphy’s play The Wake

(1998), adapted from his novel The Seduction of Morality (1994), focuses on

Vera’s return to Ireland from America and the problems that arise upon her

arrival. Due to the failed potato crop, the villagers in Famine are evicted from

their cottages and some are coerced into leaving Ireland for Canada under a

forced migration scheme. In The Blue Macushla, Danny Mountjoy has been

released from prison to discover that the people and places he knew have

changed since his incarceration: “I mean the people are talkin’ funny here: where

did the Malones move to, Molly an’ her little brother Pa’?” (Murphy Plays: 1

172). In The House (2000), the play’s primary character Christy (whose names

evokes memories of Synge’s hero) returns from England to find the de Burcas’

house, a place he considers his home, being readied for auction. I would argue
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that a play such as The Sanctuary Lamp subtly addresses migration, or at the very

least mobility, since the three main characters all seek sanctuary, which requires

them to enter the church. I would also argue that the characters in The Morning

After Optimism are migrants of sorts. Rosie “is carrying a suitcase” while

Edmund relates his search for his brother: “I’ve wandered….Once I journeyed

North…wanderlusted South…And to a land down under….” (Plays: 3 5, 23).

Like many of the migrants in Murphy’s other plays, the characters in Optimism

reveal that they are unable to find what they are looking for by moving. The

discovery that migrating leaves desires unfulfilled is evident in many of

Murphy’s other plays and is exacerbated upon return as Murphy shows in

Conversations on a Homecoming and Bailegangaire. So, Druid’s interest in

touring its productions and Murphy’s focus on migration in his plays reveal a

shared interest in mobility; that is, both parties are interested in exploring the

consequences of movement across borders or between communities. Such

movement requires participants to travel through space, a concept that provides

an approach to studying the Druid/Murphy partnership.
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Why space?

From the on- and offstage space to the theatre space to the location of the theatre,

space is essential to the construction of a performance. In terms of the stage

space, items such as sets, set pieces, properties, costumes, and lighting

simultaneously occupy and create space even when the actors are not present.

Upon their entrances, the actors’ bodies move through space to create a theatre

piece. They enter and exit. They move around onstage. They gesture. Working

in tandem with the actors onstage, there is also the imaginary space evoked in the

play. Concurrently, the fictional world offstage is created onstage by dialogue

and, sometimes, by objects that represent the imaginary offstage space. For

instance, Frank and Joe’s discussion of Mickey Ford’s car in On the Outside

gives the audience a sense of the offstage world; and in Famine¸ Mark Dineen’s

ticket to Canada serves as a physical referent to that geographic location. The

stage space, on which the on- and offstage space is created, is usually situated

within a physical building. The building itself may or may not have been built

purposely for theatrical events. The theatre’s spaces—the lobby, the box office,

the concessions stand, the seating area, the stage space—are affected by the

physical limitations imposed by the physical structure in which the theatre

resides. For example, I mentioned earlier that Druid’s first physical space was a

renovated event room in a local hotel. The physical limitations of the space

required that the company eliminate seating during lunchtime performances

because a table had to be set up on which sandwiches were served. Just as the

theatre space is influenced by its physical parameters, the location of the theatre

influences the theatre space.
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The event room in which Druid’s Fo’Castle Theatre was located had a prior

history as a performance space. Before Druid’s formal conversion of the space,

the room had been rented to facilitate “House”, a place for people to read poetry

and play music so the space was known already for performance-type activities

(Hynes “An Audience” n.p.). Also, when Druid refurbished a disused warehouse

in 1979, the area around the building was dilapidated. In an informal

conversation, local potter Judy Greene revealed to me that at the time Druid

opened the theatre, it was not an area popular with tourists or local people. But,

as Druid developed and attracted more audience members, the area became more

popular as well. On evenings when Druid performed, Greene would open her

business, and made more money in those evening hours than she did during the

daytime. Her shop now thrives in Galway; and according to Greene, her business

would not have survived if it were not for Druid’s success. With these examples,

we see how theatrical spaces can intersect and affect one another as visualised in

Figure 2.
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On-and offstage space

Theatre space

Location of Theatre

Fig. 2. Interaction of theatrical spaces. Figure created by Shelley Troupe.

I would also argue that the theatre location can influence the on- and offstage

space in terms of the selection of plays for production. For instance, Druid

produced Murphy’s The Gigli Concert in 2009. Since the Irishman is a land

developer, Druid’s production of the play at a time when Ireland experienced a

real estate crisis, foregrounds the character’s issues. The interaction of all the

aforementioned spaces—on- and offstage, theatre space, and location of theatre—

affects the spectator’s experience.

Probably the most important use of space in the theatre is that which is created

when the actors and the spectators come together for the theatre performance,
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because if spectators are not present a performance is not constituted. As Yi-Fu

Tuan remarks, “[a] performance presupposes the spectator” (“Space and Context”

241). Tuan’s observation is one that other theorists, such as Gay McAuley, Anne

Ubersfeld, and Herbert Blau have also noted. Gay McAuley describes the

audience as “the basic apparatus of the theatre”, which “consists of human beings

in a defined space watched by other human beings” (Space in Performance 245).

Ubersfeld finds that “meaning in theatre does not exist before performance,

before what is concretely said and shown; moreover it cannot exist without the

spectator” (Reading Theatre 192). In The Audience, Blau contends that the

audience “does not exist before the play but is initiated or precipitated by it” (25).

The idea that the performance and audience do not exist before spectators take

their seats overshadows the importance of how the producing company conceives

its audience. If the audience does not exist prior to production, then who or what

is the target of pre-production press materials and production flyers? While it can

be argued that the pre-production press materials include press releases, which

are, perhaps, targeted at critics, the data in press releases is reprinted in

newspapers, which are available to all potential audience members. And, surely,

flyers left in hotels, posters attached to telephone poles, and information posted

on a production company’s Facebook page are all intended to entice potential

spectators. If the audience is crucial to the construction of the performance, then

we must ask questions such as: How are potential spectators brought into the

theatre? What do they know about the play? How do they receive information?

In other words, how does the production company influence the audience’s

perception of the performance before spectators ever enter the theatre space?
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Susan Bennett, Patrice Pavis, Gay McAuley, and Patrick Lonergan mention ways

in which audience members’ experiences are shaped prior to their entry into the

theatre. In a brief assessment of aspects of the audience’s selection process,

Bennett includes marketing and advertising as tools for enticing potential theatre-

goers, but says that “word of mouth” and “a habit of attending a particular

theatre” are the two most common techniques for reaching potential theatre-goers

(Theatre Audiences 121-124). Bennett’s contention that flyers are “particularly

important for touring companies” is of direct interest to this study since Druid

toured three of the four Murphy plays it produced (123). I will discuss the

intended effect(s) of the images on Druid’s posters, flyers, and programme

covers. It should be noted, however, that Druid’s archives contain no information

on the illustrators or graphic designers who produced such materials. In nearly all

instances, there is no evidence to tell me who the designers were, whether or not

they were commissioned, or if such materials were created in-house by Druid

staff members. Therefore, I interpret the images as a “reader” of such materials

in order to analyse what they mean. In Pavis’s overview of potential “tools of

analysis”, he mentions programmes, press releases, and publicity paratext, which

include assorted press items such as interviews and articles about the production

(Analyzing Performance 40-44). Pavis deems such “supplementary documents”

to be “objective elements that accompany a production to which spectators can

refer before or after attending a performance” (40). Although Pavis does not

specify flyers or posters, they, too, are certainly documentary evidence of the

production. I would argue, however, that they are not as Pavis states, objective:

rather, they are subjective. They are designed by the production company, which
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conceives a particular interpretation of the play, and therefore, disseminates a

particular point of view about the production. Further, they are generated with

the specific purpose of attracting audience members.

Although the time period of this study predates that of Patrick Lonergan’s

analysis of Irish theatre in the Celtic Tiger era (c. 1990 to 2005), he also notes the

subjectivity of such materials:

It might be argued that attendance at a play should be the beginning
of a process: we watch the work, leave the theatre, and digest what
we have seen. But the move towards advance publicity means that
audiences’ appetites are whetted—‘if you come here, this is what
you will get’, they’re told.

In addition to the partiality of flyers and posters, I would argue that the

production company’s choice of location for performance is not unbiased. As

Gay McAuley observes: “The theatre building or designated place of

performance provides a context of interpretation for spectators and performers

alike” (Space in Performance 41). Druid’s October 1982 tour of The Playboy of

the Western World to the Aran Islands serves as a good example of the

importance of place to the reception of a production. A television crew followed

Druid’s tour to the islands and documented it for posterity as Back to the Cradle.

The title came from an interview with Mick Lally in which the actor said Druid’s

visit marked the first performances of Playboy on the island. Further, Lally

stated that since Synge took the basic storyline from a tale he heard on Inis Meáin

so Druid was bringing the play “back to its own cradle in a way” (Back to the

Cradle n.p.).31 In another example, Druid toured M.J. Molloy’s Wood of the

Whispering to Lisdoonvarna, a small town in County Clare, in September 1983.

31 I viewed a video of Back to the Cradle at Druid’s office.
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The play is about Ireland’s depopulation and a dwindling woodland where

courting couples previously whispered to one another. Formerly a popular spa

town, it is now best known for its annual matchmaking festival. Druid

juxtaposed the seriousness of the play’s themes with the frivolity of the

matchmaking festival by presenting the play during the Lisdoonvarna festival.

Later in this study, I analyse Druid’s selection of the locations of performance

and their production flyers and programmes to illustrate how Druid represented

itself and Tom Murphy’s plays in Ireland and abroad prior to the production to

determine how Druid successfully toured the work of a playwright whose works

are deemed immobile.
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Defining spatial terms
Before proceeding, it is necessary to clarify the terminology used throughout this

study such as place, space, mobility, and migration, the definitions of which can

vary from theorist to theorist. When investigating theatrical performance, I

consider the location of performance as the “place” of performance: that is, the

city, town, or village where the play is performed. I consider the performance

area where the play is physically enacted, the “space” of performance.32 I want

to suggest that it is the convergence of space and place that creates and affects the

theatrical event that spectators witness. In my analysis of Druid’s productions of

On the Outside and Famine, for instance, I argue that both the history of the place

and physical space in which the play was produced influences the meaning of the

play’s production.

Earlier I suggested that the onstage and offstage space, the theatre space, and the

location of the theatre can interact, thereby influencing one another. Gay

McAuley’s “taxonomy of spatial function in the theatre”, which she elaborates in

Space in Performance, provides a good example of how spatial entities

interweave to create a theatre experience that extends beyond spectators watching

a play (24-35). McAuley breaks down her taxonomy into five fields: the social

reality, the physical/fictional relationship, the location and fiction, textual space,

and thematic space. The simultaneous interaction of these aspects of McAuley’s

taxonomy is similar to Edward Soja’s description of the social process of “being-

in-the-world”:

We are first and always historical-social-spatial beings, actively
participating individually and collectively in the construction/
production—the “becoming”—of histories, geographies, societies.

32 For a good overview of the various definitions of theatrical space and place, see McAuley’s “The
Terminological Minefield” (Space in Performance 17-23).
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If we substitute the word “beings” with “audiences”, we see audiences as agents

in the creation of the theatrical event; but their agency is affected before the

audience ever enters the theatre space. Soja defines three fields in his taxonomy:

Firstspace, Secondspace, and Thirdspace.33 I use the term “field” to refer to

McAuley’s “five major areas” and Soja’s “three different kinds of spaces” (Space

in Performance 24; Thirdspace 10). I use the term because a physical field can

be shaped and groomed to clearly denote a border, which means that one can be

in the field or out of the field. However, a physical field can also be left to grow

wild, intermingling with whatever is on its edge—a forest, a lake, another field,

or a patch of land—which means that there is no clear delineation between one

space and another. The meaning created by the lack of demarcation is the essence

of McAuley’s thematic space and Soja’s Thirdspace. Soja attempts to explore:

an-Other way to approach the micro-macro, local-global, agency-
structure oppositions, drawing selectively from both
spheres…while pointing toward new directions that transcend any (

Soja’s concept provides a “dialectically open logic of both/and also”, rather than

a binary either/or logic (60). Similarly, McAuley’s thematic space is

“constructed by and emerging from all the other categories of spatial function”

(34). Soja’s Thirdspace, which is created by the amalgamation and extension of

what he calls Firstspace and Secondspace, allows a way of looking at theatre

spatially. A field connotes a field of vision; and the confusion that can be created

by sightlines in a theatre, or in “real” life outside the theatre, constitutes a

“Thirdspace”. If you are in my field of vision, I can see what you are doing; but, I

may not be in your field of vision so you cannot see what I am doing. The

33 Soja’s theory is heavily influenced by Henri Lefebvre’s notion of perceived space, conceived space, and
lived space or spaces of representation. In Soja’s book Thirdspace, see especially “The Trialectics of
Spatiality” for more information on Soja’s deconstruction of Lefebvre’s theory (53-82).
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relationship between us is undefined, and this ambiguity creates a Thirdspace.

Similarly, the terms “space” and “place” overlap in my textual analysis of

Murphy’s plays because the terms are not mutually exclusive: each requires the

other for its meaning.

In Tim Cresswell’s overview of human geography, he observes that:

Space, then, has been seen as a distinction to place as a realm
without meaning—as a ‘fact of life’ which, like time, produces the
basic coordinates of human life. When humans invest meaning in
a portion of space and then become attached to it in some way
(naming is one such way) it becomes place. Although this basic
dualism of space and place runs through much of human
geography since the 1970s it is confused somewhat by the idea of
social space—or socially produced space—which, in many ways,

As I will demonstrate, the Murphy plays that Druid produced show a

preoccupation with space, place, and the confusion created when people are not

able to transform space into place. This complication leads them towards

migration as a solution. Return migration further exacerbates the confusion

between space and place that Cresswell mentions.

In addition to space, place, thematic space, and Thirdspace, there are two other

terms that require explanation: mobility and migration. When discussing

mobility, I align my terminology with that used in the study of human geography,

which defines physical “mobility” as “the movement of people, ideas, or goods

across territory” (Hanson “Mobility” 467). A production of a play is a

combination of all three of these terms. As a play tours, the actors tour with it;

ideas are represented through the text; and since the ultimate goal of a production

is that it be performed before an audience, the production itself is a type of
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“good”. However, the movement of a play from place to place, its mobility, is

not to be confused with the processes involved in migration, which is a more

specific term indicating “mobility that involves a change in residential location

whether within a city or across continents” (Hanson “Mobility” 467). Mobility

also suggests a more transitory state than migration while the word “migration”

implies a longer-term relocation, even if that relocation is not permanent.

Therefore, tourists are not migrants because the purpose of their movement does

not involve a long-term commitment. Actors on tour are not migrants because

the intention behind their move is not permanent relocation. However, if an actor

is performing in one place for a long period of time, which necessitates a change

of address, the person might be considered a migrant. For these reasons, I do not

use the terms “mobility” and “migration” interchangeably. This difference is

important because although Murphy’s work is usually viewed as immobile, his

plays often interrogate different states of migration such as pre-migration, the

time prior to emigrating, and return migration when the migrant comes home.

Further, the Murphy plays Druid produced during the partnership reveal a

preoccupation with pre-migration and return migration.

There are two categories of space that I want to examine in this study. First, I use

what Gay McAuley deems “textual space”, which Murphy creates both on- and

offstage through dialogue and stage directions, and which McAuley notes has “an

interactive function…at every stage of the meaning-making process” (Space in

Performance 32). I use the term because it denotes that I am analysing a script

rather than a production; but as McAuley observes, it also emphasises the space

created by the script. The second type of space, I call “enacted space”, which
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Druid creates through its productions. I employ that term because it highlights

the performance of the text. Ubersfeld notes the paradoxical relationship

between the text and the theatrical event: “[I]t is literary production and concrete

performance at the same time” (Reading Theatre 2). That irony has complicated

the presentation of my analysis of Druid’s productions of Tom Murphy’s plays.

It was my intention to present one chapter for each production. In each chapter I

planned to provide textual and production analysis, which would be enhanced by

using Soja’s idea of Thirdspace. By discussing a production in these terms, I

would merge the textual and production analyses to underscore the interaction of

the two. I struggled for many days thinking about how to present the interaction

of the textual space and the enacted space; but I was unable to find a way to

present the material in that manner. It became clear to me that I could provide

such an analysis only if I had been present at Druid’s performances of Murphy’s

plays because the theatrical Thirdspace is created when the textual space and the

enacted space merge during performance. Without the information gleaned as an

audience member, I found it impossible to discuss the intermingling of the textual

space and the enacted space. Therefore, I present the analysis in two parts,

separating Murphy’s texts from Druid’s productions, which does allow me to

show the tension between text and performance. I realise that by separating the

two I, in some ways, propagate the very problem I am trying to eliminate in my

study of theatre: the text/performance binary. In an attempt to alleviate the

limitations of my decision, I mention, when possible and appropriate, aspects of

Druid’s productions within the textual analysis and vice versa to create a

symbiotic relationship between the two; and I hope that calling the reader’s
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attention to the preceding definitions of textual space and enacted space at this

time will evoke the crucial interaction between the two throughout this study.

Critical analysis of the texts is supplemented with documentary evidence from

archival resources found in Druid’s archives and Murphy’s papers. Archival

evidence such as marketing materials, pre-production press, reviews, production

photos and videos, drafts of scripts, and correspondence allows a better

understanding of Druid’s productions of Tom Murphy’s plays because they

provide important clues about how the company presented itself and Murphy to

potential audiences. Further, such resources reveal how Druid changed its

strategy based on the different locations of performance while touring Murphy’s

plays. Christopher Morash points out that “a history of the Irish theatre is a

history of Irish audiences”, and such materials suggest how Druid conceived their

audiences for the productions (A History of Irish Theatre 1). Although

production reviews are limited since they only afford the perspective of one

person at a particular moment in time, they do offer information on a play’s

reception at various locations. Production photos and videos give an indication

of the set and audience response. Drafts of Murphy’s plays and information on

prior productions reveal the playwright’s writing process and show how his plays

were received prior to his relationship with Druid. Correspondence, exclusively

found in Murphy’s papers, provides important clues about the Druid/Murphy

partnership including artistic differences.
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Textual Space: Murphy and Migration

In the first section of Part Two of this study, I examine Murphy’s plays in terms

of migration. As mentioned previously, earlier academic studies focus on other

topics—Irish history, language, music—without considering migration in

Murphy’s plays. In part, the tendency to overlook migration in his works stems

from the playwright’s contention that he does not write about migration. The

notion that migration itself is not important when examining Murphy’s work

suggests that his plays are meant to be about “more than” migration; and, by

looking at the plays in terms of the motivation behind migration, it becomes

evident that migration itself is about “more than” migration.

I begin with On the Outside. Although the play was the second production of the

association between Druid and Murphy, it was Murphy’s first play (with Noel

O’Donoghue). Its themes of social exclusion and the lure of emigration (as well

as migration’s consequences) are topics Murphy addresses in the subsequent

plays Druid produced, which makes On the Outside a good starting point for the

study. Through his exploration of pre-migration in the play, Murphy examines

what I call “the problem of space”. Yi-Fu Tuan’s explanation of the

interconnection of space and place provides a way of understanding the problem

of space in Murphy’s plays:

The ideas of “space” and “place” require each other for
definition….[and] if we think of space as that which allows
movement, then place is pause; each pause in movement makes it
possible for location to be transformed into place.

In On the Outside, however, Frank and Joe are not able to transform space into

place. They find their present space uninhabitable, a condition that prompts their
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emigration. In On the Outside, Murphy depicts emigration positively. Frank and

Joe perceive leaving as a solution to their financial problems and as a way to

achieve the social status they crave. Although depicted offstage, return migration

is also represented positively since the Ford brothers have enough money to enter

the dance. In On the Outside, emigration is the solution to the problem of space.

This attitude contrasts with Murphy’s portrayal of migration in Famine.34

As in On the Outside, Murphy addresses pre-migration in Famine, and also

explores return. Seemingly, the play examines the effects of the Famine on the

people of Glanconor. The community unravels as hunger, death, and forced

migration take their toll on the villagers. In the play, Murphy shows the

difficulty associated with departure, which is embodied by the character John

Connor. Connor, the village elder, is descended from the high kings of Ireland.

Unlike Frank and Joe in On the Outside, Connor has a highly developed sense of

place, deeply rooted in the land, which prevents him from emigrating. Through

Connor’s (in)action, Murphy shows the debilitating effect of potential departure.

A forced migration scheme to Canada is implemented by the Relief Committee.

Mark Dineen accepts the offer, but his decision ostracises him from the

community. In the words of Mickeleen, he is a “deserter” (Famine 70). Two

other characters—the returned migrants Liam Dougan and Malachy O’Leary—

are deserters as well. Through their experiences, Murphy shows that emigrating

does not solve the problem of space. In fact, it creates a new problem associated

34 Murphy originally titled the play The Abode of Hela as noted in an undated draft and in a bound copy of
the play dated April 1966 (Murphy Papers TCD MS 11115/1/3/9 and 11115/1/3/10). In other undated
drafts and notebooks, Murphy refers to the play as The Abode of Hela (Famine) (TCD MS 11115/1/3/6
and 11115/1/3/8). In a draft version of The Abode of Hela, Murphy glosses Hela: “Hel or Hela in
Scandinavian mythology is queen of the dead. Her dwelling is dark clouds, her dish hunger, her knife
starvation, her servants tardy-feet, her bed sickness, her bed curtains splendid misery” (TCD MS
11115/1/3/5).
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with the perception of those who emigrated, an issue Murphy examines in more

detail in Conversations on a Homecoming.

In Conversations, Murphy shows the complexity of the problem of space through

the experience of those who emigrate and return as well as those who chose not

to leave. Murphy investigates return migration through the character Michael

Ridge who has come back to his hometown after ten years. On the evening of his

arrival, he meets his old friends in a pub, The White House, which had been a

“refuge…of hope and aspiration” for the group a decade earlier (Murphy

Conversations 11). The tensions revealed during this gathering reveal Michael’s

problem of space. He sought success as an actor by moving abroad, but his

relocation in New York did not fulfil his expectations. Michael’s inability to

transform space into place left him isolated; and the ensuing despondency

resulted in a suicide attempt, an act that prompted his return to Ireland. But, upon

arrival, he finds himself disconnected from his friends who now view him as an

outsider. Murphy contrasts Michael’s experience with that of Tom, Michael’s

former best friend, who stayed in their hometown when he was meant to explore

the world and discover himself as a writer. His decision to stay in Ireland and

fulfil his familial duties has made him a bitter man. Through Tom and Michael’s

opposing attitudes, Murphy presents a contradictory position on the problem of

turning space into place: neither departing nor staying provides a resolution.

Fundamentally, Tom and Michael each made a decision: one chose to leave while

the other chose to stay.
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Each character in Bailegangaire—Mary, Mommo, and Dolly—made a decision,

which shaped her life in a particular way and made her uncomfortable in the

space she inhabits. During the course of the play, each character discloses a truth

about her decision; and by revealing the truth each woman independently

resolves her troubled relationship with space. Collectively, those resolutions unite

the three women spatially. Their harmony manifests itself physically when Mary

and Dolly lie in their grandmother’s bed with her. It is by Mary’s compulsion to

bring about change that the women find peace. Her need to make a change is

related to her status as a returnee from England where she spent the past twenty

years as a nurse. Upon her return, though, her life is in flux; and she has trouble

settling back into Ireland. Through the course of the play, the character

experiences a subtle shift in language, linked to her status as a returned migrant,

which shows her acceptance of and reintegration into Ireland. Through the

characters’ experience, Murphy demonstrates the importance of decisions and the

possibility of reconciling space and place.
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Enacted Space: Druid and Touring

At the same time, Druid’s productions of Tom Murphy’s plays show the

company’s attempts to transform space into place for their audiences as they seek

to move spectators from the outside of the theatre to the inside of the theatre. To

do so, Druid makes choices to present itself in a particular way to specific

audiences. In the second section of Part Two of this study, I examine Druid’s

production choices to demonstrate how the company depicts itself and its

performances of Murphy’s plays. For instance, it is notable that all the plays

Druid presented—Famine, On the Outside, Conversations on a Homecoming,

and Bailegangaire—are set in the west of Ireland, particularly because Druid is

located in Galway, and Murphy is from Tuam originally. It is also significant

that a theatre company and playwright with shared interests in mobility and

migration presented plays in which those themes are strongly established.

Further, Druid’s production choices such as the location of performance,

performance venues, images used to market the plays, and touring destinations

are noteworthy because they indicate how Druid envisioned the plays for

different audiences, and suggest how Druid toured Murphy’s plays despite the

fact that his works are perceived as immobile.

I present the production analysis in chronological order of performance dates

because the location(s) in which the plays were presented show a progression

from the local to the global. Druid made two noteworthy decisions for their

production and tour of Famine. First, the company initially staged the play in a

venue other than their own: the Seapoint Ballroom in Salthill. Second, the play

toured only in the west of Ireland. By the time On the Outside was presented in
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August 1984, unemployment levels were increasing and the level of emigration

from Ireland was also on the rise. By 1985, unemployment in Ireland was 18.2

per cent, a striking increase from 7.8 percent in 1979 (Fitzgerald and Lambkin

Migration 246). The increase in unemployment was caused, in part, by

“deflationary measures” the Irish government enacted in 1983 in response to the

international recession that began in the early 1980s (246). The production is

distinct from the other productions because it was a lunchtime production rather

than an evening show. Also, it did not tour, which contrasts directly with the

play’s emphasis on migration and its ending in which it is suggested that Frank

and Joe will migrate.

In opposition to the immobility of On the Outside, Conversations on a

Homecoming was the most mobile of all Murphy’s plays that Druid produced. It

was presented in Galway five times and on tour seven times including three

international tours. During the time Druid toured the play, the visual

representation of the show changed. These modifications show how Druid

represented the play to different audience members based on the location of

performance. For instance, the flyer used to market the play for performances at

the Sydney Festival in Australia used stereotypical Irish iconography. The paper

was green and the text included shamrocks in an attempt to relay to potential

spectators that Conversations was an Irish play. Perhaps more interesting was

that the programme image did not represent Druid at all. Instead, its focus was

the Sydney Festival. Such image analysis shows, in part, how Druid successfully

toured Murphy’s plays.
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Druid’s premiere of Bailegangaire is probably the best remembered production

of the partnership, in part, because of the involvement of Siobhán McKenna who

played Mommo. McKenna, who had moved to Galway from Belfast as a young

girl, had found fame in the 1950s with her portrayal of Joan of Arc in George

Bernard Shaw’s Saint Joan (1924). Her participation was deemed a

homecoming: now, the the west of Ireland company and west of Ireland

playwright were joined by a west of Ireland celebrity. Druid’s production of

Bailegangaire provides a good example of Soja’s concept of Thirdspace, which

manifests itself through the “real and imagined” spaces, which are created by

interaction of the of the theatre space, the fictional offstage space, and the textual

space in the play.

In this study, I provide an investigation of Druid’s productions of Tom Murphy’s

plays between 1984 and 1987. Although Druid produced two of Murphy’s plays

after their association dissolved and although Garry Hynes and Tom Murphy

worked together again after the partnership, I concentrate on this time period in

order to show how the later development of both parties was affected. To do so,

I consider the interaction between the textual space of Murphy’s plays and the

enacted space of Druid’s productions, which reveals the interconnections

between geographic, societal, and theatrical spatial relationships. I endeavour to

show how Druid successfully toured Murphy’s plays and how those tours helped

the company develop its international touring network. To do so, I use archival

material such as pre-production press, marketing flyers, production photos,

programmes, and press releases to show how Druid represented itself and

Murphy as the plays toured. By studying Murphy’s plays and Druid’s
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productions of those plays, I aim to provide a framework for analysing the

interrelationship between the theatre company, the author, and the audience,

which is applicable not only to Irish companies, but to any touring theatre

company.
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Part Two—Murphy’s Textual Space and Druid’s Enacted Space

Textual Space: Murphy and Migration

On the Outside (1959)—Pre-migration and the problem of space

On the Outside is Murphy’s first work.35 In the play, he addresses topics such as

the lure of emigration and social exclusion, which are further developed in his

later work. Also, through Murphy’s examination of pre-migration in the play, he

considers what I will refer to as the “problem of space”, a quandary experienced

by the characters in On the Outside and those in the other Druid productions.

Therefore, On the Outside serves as the starting point for a textual analysis of the

Druid/Murphy partnership.

As mentioned in the introductory remarks, Yi-Fu Tuan’s definition of the

interrelated concepts of “space” and “place” offers a way of understanding the

predicament of space in Murphy’s plays. Tuan notes that because space “allows

movement, then place is pause”; therefore, “each pause in movement makes it

possible for location to be transformed into place” (Space and Place 6). In On

the Outside, Frank and Joe are incapable of achieving such a transformation; and

because the space they are in is uninhabitable, the pair see emigration as the

solution to the problem of space.

On the Outside illustrates the complicated relationship between the inside and the

outside as constructed in Murphy’s plays, and as created by migration in those

35 Murphy wrote the play with Noel O’Donoghue in 1959; however, there does not appear to be a consensus
about the appropriate way to refer to the authorship of the play. In Sing on Forever, the 2003 documentary
on Tom Murphy, Noel O’Donoghue’s wife, Mary, revealed that her husband structured the play, but Tom
Murphy wrote it (“Sing On” n.p.). Therefore, when referring to the play, I use terms such as “Murphy
wrote” and “Murphy’s stage directions”.
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plays. The dichotomy is expressed in theatrical, social, and geographic terms—

the spatiality of which is immediately evoked by the play’s title. Gay McAuley

observes in Space and Performance that “[t]heater…plays intensively with

notions of inside and outside, particularly in relation to the onstage/offstage

relationship and its use in presenting fictional world(s)” (51). In the play, Frank

and Joe desperately try to move from the outside of the dancehall that is onstage

to the inside, which is offstage; and at the same time, the audience wants to know

what is going on inside the dancehall. Since such knowledge is withheld from

them, they are in the same position as Frank and Joe: on the outside. Migration,

too, is about the inside and the outside. It requires a geographic relocation. And

in On the Outside the move will be to England, an external location that is

defined in terms of “in-” and “out-migration” as described by Patrick Fitzgerald

and Brian Lambkin:

External migration takes place “from inside to outside”, or
“between two worlds’; whereas internal migration takes place
‘inside’ or within a ‘world’—usually defined as a state or nation.
Making a further distinction, we interpret external migration as
either emigration (out-migration) or immigration (in-migration),
according to whether our focus is mainly on the leaving or the
arriving of the migrants. Since one person’s emigration is
another’s immigration, it is well to realise that they are two
aspects of the same process—migration—rather than two separate

Frank and Joe’s potential external migration will move them literally “between

two worlds” but that movement will be further complicated by the fact that they

will find themselves metaphorically “‘between’ two worlds”; that is, between

Ireland and England. Their future quandary is reflected in the stage space they

inhabit in the play: they are on a borderland, neither in the dance nor definitively

excluded from the dance. In this time of pre-migration, as they decide whether to
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leave Ireland, they are in a position of ambiguity much like their present position

in trying to get into the dance.

Frank and Joe do not fully comprehend the complexity of a decision to migrate.

They only understand that leaving offers more than staying in Ireland. Anthony

Roche remarks that in On the Outside, Frank and Joe “make stories out of the

desperate situation of being caught in the space between” (Contemporary Irish

Theatre 87). As Frank and Joe are caught in the space between the outside and

the inside of the dancehall, they will be caught between the outside and the inside

upon migration.

Like Roche’s comment, much other academic work has focused on Frank and

Joe’s exclusion in spatial terms. Nicholas Grene suggests that “all we see is their

vain attempts to find some way of getting in, the repeated frustration of their

repeated failure” (Politics of Irish Drama 211). Fintan O’Toole also mentions

that Frank and Joe’s marginalisation is connected to space, but he broadens the

geographic importance of their exclusion by arguing that On the Outside relates

to Ireland’s economic situation at the time of the play’s composition—a period

when the country experienced drastic changes due to the enactment of the 1958

Programme for Economic Expansion (Politics of Magic 34-48). O’Toole’s

argument shows that the mobility of incoming capital resources to Ireland from

another country, specifically America, affects the receiving country. Paul

Murphy promotes this reading, pointing out that “On the Outside deals with the

impact of that period on the inhabitants of small, rural towns” (Murphy “Tom

Murphy” 57). Tom Murphy himself contends that he does not write about
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migration. In On the Outside, Frank and Joe have not yet experienced the

“effects of migration” that Murphy mentions: they are only on the verge of

leaving Ireland. What compels them to leave? How does their exclusion

contribute to their interest in emigrating? How does financial insecurity

contribute to the appeal of emigration? With these questions in mind, On the

Outside becomes a play dealing with the isolation connected to pre-migration.

Frank and Joe’s isolation is created by social exclusion that is exacerbated by a

lack of money. The constricted life Murphy creates for Frank and Joe does not

give them many reasons to stay in Ireland, but it gives them many reasons to

leave.

In his programme note for Murphy’s 1980 play The Blue Macushla, Brian Friel

discusses On the Outside and its companion piece, On the Inside:

One lives on the outside and pines for the inside. But once that
inside is achieved it in turn becomes an outside. The only constant
in life is the yearning for something that must be better than what it
is. The only certainty is that that yearning can never be satisfied.

While not specifically referring to migration and its effects, Friel’s observation

relates to the dilemma experienced by migrants and returnees. Prior to their

departure, Frank and Joe think emigrating will increase their economic wealth

and extinguish their feelings of inferiority, but they do not understand how

migrating will affect them: they will be outsiders in their chosen place of

emigration. They perceive their departure through a haze of nostalgia for a place

they have yet to experience. John Agnew notes that such thoughts are dependent

on the particular place in which migrants find themselves:

We always look at ‘the world’ from somewhere, from a place. So,
knowledge is geographically contextual and reflexive. Space, then,
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is always and everywhere implicated in what people (and other
entities) do and how they think, not just where they are.

Frank and Joe are only able to relate to migration through their present

experience. They look at the world from their location in the west of Ireland

where they work as menial labourers in low-paying jobs. Their opinion of

emigration depends on the expectation that leaving Ireland will result in leaving

behind their jobs as apprentices, their paycheck to paycheck existence, and the

degradation they feel at work, which Frank notes:

No, but the job. You know, it’s like a big tank. The whole town is a
tank. At home is like a tank. A huge tank with walls running up,
straight up. And we’re at the bottom, splashing around all week in
their Friday night vomit, clawing at the sides all around. And the
bosses—and the big-shots—are up around the top, looking in,
looking down. You know the look. Spitting. On top of us. And for
fear we might climb out someway—Do you know what they’re
doing?—They smear grease around the walls.

Frank’s life is at an impasse. The tank indicates stagnation that can only be

rectified by movement regardless of the consequences. Frank says his progress is

restricted by various entities including his bosses and parents who not only keep

him down but do so intentionally by “smear[ing] grease on the walls” (180). He

has no agency, no control over his situation. Finding himself in a stalemate,

Frank does not see an escape from his present circumstance except possibly

emigration. Shortly before the play ends, he states, “I’m not sticking around here

much longer. England. I’m bailing out of that lousy job. Lousy few bob a week.

Twenty-two years old and where does it get me?” (190). Based on Frank’s

aforementioned speech, he has answered his own question: his job does not get

him anywhere; therefore, England affords more opportunities.
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Frank’s positive perception of migration is embodied by Mickey Ford who has a

good job and a car, which indicates the character’s elevated economic status.

While Frank stands outside the dancehall, Mickey flirts inside with Anne, the girl

Frank was supposed to take to the dance. Mickey’s success is linked to

migration. Fintan O’Toole points out that “the world of the new American

consumerism….is chiefly present in the character Mickey Ford, whose very name

associates him with the great success story of American industry” (45).

According to Murphy’s stage directions, Mickey Ford “wears a loud American-

style tie” and “affects a slight American accent whenever he thinks of it” (175).

A more explicit description of Mickey’s clothing is found in a draft of On the

Outside: “He is dressed in a bright suit, which his brothers have sent from

England, fancy shoes, no waistcoat or pullover and a white shirt,” which indicates

Murphy’s desire that Mickey Ford appear as someone who equates sophistication

with whatever is not Irish (Murphy Papers TCD MS1115/1/2/1b). This

description also hints that Mickey is relatively well off, at least in part, due to his

brothers’ emigration. Mickey also works himself. His job, Murphy tells us, is as

“a tradesman of some kind or at any rate he has a good job” (Murphy Plays: 4

175). Frank and Joe presume that Mickey is not required to give any of his pay

cheque to his family as they are expected to do:

FRANK: He mustn’t give anything up at home at all.
JOE: By God, it’s not so with me. That auld fellow would break

my back.
FRANK: How much do you give up?
JOE: Half . . . How much do you give up? (FRANK sighs.) . . .

But they need it.
FRANK: (pause) And what do you do with the other half? A pound!
JOE: Spend it! (They laugh.)
FRANK: Aw but—Jesus!—this bumming around from one end of (
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Although Mickey may not contribute to the household, the assumption that his

brothers do so means that Mickey’s disposable income is generated to some

extent by the money his brothers earn in England. Ironically, then, Mickey’s

American affectations are made possible by English pounds. Frank and Joe’s

knowledge of Mickey’s circumstances reinforces the perception of migration as a

solution to Frank and Joe’s money woes, as a way of escaping their present

situation. In turn, this suggests that success lies outside of Ireland. Further, if

Frank and Joe leave Ireland as outsiders, they perceive that they will return as

insiders with money. After all, money allows Anne to enter the dance when

Frank does not show up, which Kathleen notes: “Good job you brought your own

money with you” (170). So, a way to be on the inside is to have money, which

can be obtained by emigrating.

Remaining in Ireland is not an option because home is not a place of tranquillity

and safety as evidenced by the Drunk. When the Drunk arrives outside the

dancehall, Frank ignores him and then treats him with disdain. Unaware of

Frank’s escalating irritation, the Drunk continues to ask him for a light for his

cigarette, and also asks repeatedly about the dance until Frank tells him to “[g]o

home to your wife. Go home” (173). The Drunk responds: “Home? Anything but

the death!”, a statement which encapsulates his feelings about “home” and shows

the similarity between the Drunk and Frank and Joe in terms of their relationship

to the space of home (173). None of them can transform space into place.

The word “home” generally conjures feelings of warmth and contentment; but in

the Drunk’s words, home is a space associated with dissatisfaction. It is a space
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that provokes feelings of unhappiness. It is a space that is worthless except,

perhaps, on those occasions when a person is waked at home after death since

that seems to be what the Drunk refers to: anything but the death will keep him

from home.

With the following exchange, Frank reveals implicitly his inability to transform

his home space into a home place:

FRANK: Aw but—Jesus!—this bumming around from one end
of the week to the other is terrible! Jesus, look at us
now! Look at us in that auld job with Dan Higgins. The
fags we get out of him—just from soft-soaping an
imbecile. Ah, yes, we all get a big laugh but—I don’t
know.

JOE: Did you see, Dan Higgins today going into the boss’s
office? (Laughs.) He nearly tore the head of himself
pulling off his cap.

FRANK: But again, it’s not so funny. No, serious, sham. This old
job. Do you know what I think? Do you know what the
job is like? Serious, sham.

JOE (laughing): What?
FRANK: The bosses are gods and we’re only—
JOE: (laughing): Carney, the transport boss—
FRANK: No, but the job. You know, it’s like a big tank. The

whole town is like a tank. At home is like a tank.... (1

It may not be surprising that Frank is unhappy in his job; however, by equating

his job, his town, and his home to a tank, he indicates that his home is not a place

of comfort and rest. Following on from the Drunk’s comment about home

(“Anything but the death!”), Frank’s observation that “[a]t home is like a tank”

implies it is a place of discontentment that should be avoided. This thought is

supported by Mickey Ford who provides an insight into Frank’s personal life and

exposes a tumultuous household:

…Think back what happened with you and your auld drunken auld
layabout auld fella last year: oh, didn’t quiet, cunning Frank stand
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wanting to take on the town. The priest saved you from being

It is significant that Frank and his father kick in a shop window. By doing so,

Frank appears to make a statement about his attitude to capitalism, to purchase

power. Earning a pound a week, he has some ability to buy things; but not

enough to enable him to afford luxuries like those Mickey Ford owns. So, if

Frank leaves Ireland, he can make more money and also escape the “tank” that

represents his job and his dysfunctional family.

Although Frank wants to leave his family and his job, his desire to emigrate is

tempered by his wish to stay, which is exhibited in his interest in Anne. At

various moments, Frank’s interest in Anne is purely physical and is driven by his

competition with Mickey Ford: “Listen, I have to go in there: You heard Ford

yourself: He has his eye on her” (181). However, Frank’s contradictory feelings

toward Anne are related to the ambivalence associated with emigration:

JOE: What’s so special about this Kelly one anyway.
FRANK: . . . Ah, she can go to hell. I’m not sticking around here

much any longer. England. I’m bailing out of that this
lousy job. Lousy few bob a week. Twenty-two years old
and where does it get me? Yes, sir—I’m a pig, sir—if you
say so, sir! (Suddenly.) Well, he’s not getting away with (

In addition to wanting to win Anne from Mickey Ford, Frank sees Anne as an

emblem of everything he desires: money and status. The dancehall demarcates

Frank’s breaking point because it shows that he lacks both the financial means

and social position to enter. Without money, a car, and a girl, he might as well

leave: tonight and forever.
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Frank and Joe are caught between staying and going: to leave the outside for the

dance and to leave Ireland for another place. Interestingly, although Frank

introduces the subject of migration and utilises the analogy of the tank to express

his own unhappiness, it is Joe who provides the impetus for movement. His line,

the Irish colloquialism, “Come on out of here to hell,” ends the play (192). As

previously noted, Frank states his intention to emigrate to England. With this

information and with the knowledge that 1950s emigration was at a high level,

Joe is agreeing with Frank that it is a good idea to leave Ireland altogether, and in

particular, to head east to England. The aforementioned expression implies

movement in two ways. First, Joe wants to leave and forget the embarrassment he

and Frank felt during the course of the evening including Frank’s inability to take

Anne to the dance as he had promised. Perhaps more importantly, the phrase

suggests that the emigrant’s journey is a journey to hell, which Frank will realise

only after departure and upon return.

In On the Outside, the migrant’s return is depicted offstage. In the dancehall,

Mickey’s brothers are home from England. They represent a positive aspect of

migration: they come back with enough money to enter the dance. For Mickey,

their presence protects him from a physical confrontation with Frank and Joe.

Neither the audience nor Frank and Joe are shown the difficulties of return; but in

his later plays, Murphy illustrates how an optimistic view of migration is a

falsehood and reveals that return is always difficult. Returning blurs the line

between being an insider and being an outsider. The current “in-betweenness”

Frank and Joe are encountering is a precursor of sorts to the crisis of identity they

will experience when they arrive in the host country and when they return home.



Part Two—Textual Space: Murphy and Migration
On the Outside (1959)—Pre-migration and the problem of space

79

When Frank and Joe emigrate and when they return, people will differentiate

them from others as migrants. Through Ireland’s class hierarchy, Murphy shows

how people perceive themselves and, perhaps more importantly, how they

characterise themselves in relation to others. Ireland’s social order is expressed

through the characters’ perception of each other: the Bouncer distinguishes

himself from Frank and Joe, Frank and Joe differentiate themselves from the

Drunk, Mickey Ford makes a distinction between himself and Frank and Joe,

and Frank and Joe distinguish themselves from Mickey Ford and Anne. The

Bouncer, along with the offstage box office person, keeps Frank and Joe from

entering the dance. The Bouncer’s perception of Frank and Joe is from a position

of condescension:

What? . . . Did you pass a remark? . . . (To Joe.) Are you a good
man? . . . (To Frank.) Are you? . . . Maybe you’re two good men, (

By classifying Frank and Joe as “townies”, the Bouncer highlights two mutually

dependent concerns: identity and space. The Bouncer differentiates himself from

Frank and Joe based on a reference to and assumed difference between two

distinct spaces: the town space and the rural space. Because the Bouncer is

resident in the rural area where the dance is held, he identifies with that space

alone (at least for the duration of the dance anyway). This allows the Bouncer to

mark Frank and Joe as “other”. The Bouncer’s role as physical gatekeeper

contributes to his feelings of superiority over Frank and Joe. This prefigures their

experience as migrants when they will be distinguished from people of the host

country and, upon return, from people in their area. The circularity of this pattern
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of the characters’ self-identification is revealed in Murphy’s description of Frank

who is:

aware of the very rigid class distinctions that pervade a small, urban-
rural community and resents ‘them’ with the cars and money because

In turn, just as Frank resents “them”, the Bouncer resents Frank and Joe; and their

status as “townies” provides the Bouncer a means to separate himself from them.

In turn, Frank and Joe separate themselves from the Drunk who arrives while Joe

attempts to secure admission to the dance. Initially, Frank tries to ignore him and

pleads with him to leave. When Joe returns, they ridicule the Drunk by calling

him names such as “Mr Narrow-Neck,” “Little Back,” “Muscles,” and “Mr.

Universe of 1958” (174). Their taunts end when they throw the Drunk’s hat into

the door of the dancehall. Ironically, the Drunk ends up in the dance while Frank

and Joe are still outside. Their humiliation of the Drunk, while childish and

hurtful, allows Frank and Joe an opportunity to feel better about themselves and

their predicament. While Frank and Joe insult the Drunk, Mickey uses a story

about his car to differentiate himself from Frank and Joe:

MICKEY: …I was coming home from work the other
evening. Monday. Well you know me—boot down
all the time.

FRANK: (dryly) You were doing over fifty, I suppose?
MICKEY: Fifty? Sixty-five, seventy. I was flying along. All

of a sudden I felt a pull to the right. Like a flash, I
changed down and slapped on the brakes. The
front tyre was gone.

FRANK: (whistles) Wheeew!
MICKEY: They’re tubeless, you know.
FRANK: Go on!

Owning a car separates Mickey from Frank and Joe: he is mobile while they are

not. And not only is he mobile; his car is built for speed, allowing him to drive at

least seventy miles an hour. To show his skill as a driver, Mickey relates a story
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about his driving prowess when one of his tyres blew out. He also points out that

his tyres are tubeless. Since tubeless tyres are no doubt much more expensive

than tyres with tubes, Mickey ensures Frank and Joe knows he can afford them.

Similarly, Frank tells Kathleen a story that enhances his perception of himself as

being masculine. After Anne and Kathleen enter the dance hall, Frank and Joe

enter to discover they do not have enough money for admission to the dance.

Later, Kathleen exits the dance and confronts Frank who quickly makes up a

story to explain his lateness: he was playing a football match that started late. In

addition, he left his money with a friend at the match so he does not have the

entrance fee for the dance. In an attempt to present himself positively, Frank

does not tell the truth. Anne rejects Frank and leaves the dance with Mickey

Ford, Frank’s primary competitor for her attention and affection. As Anne and

Mickey exit, Frank and Joe call after them: “Spark-plug face!”, “carburettor

head”, “torn mouth!” (191-192). These insults make Frank and Joe feel better

about their situation, but their utterances reduce them to the status of children

arguing on a playground. Dismissing the couple in such a manner allows Frank

and Joe to separate themselves from Mickey and Anne in much the same way as

they did with the Drunk. All of these examples highlight the ways in which

people differentiate themselves from others, which is an important theme in the

other three Murphy plays that Druid produced, as will be discussed in more detail

below.

In On the Outside¸ Murphy highlights better wages and higher social status as

motives for emigrating. He also examines the problem of space: the inability of

individuals to transform space into place, an issue he continues to examine in the
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his other plays that Druid produced. Using Ireland’s social hierarchy, Murphy

also shows how people differentiate themselves from those they mark as other.

Murphy explores these concerns further in Famine, using Ireland’s Great Famine

to illustrate how the past affects the present. Fintan O’Toole notes that the play

highlights “human nature as the product of history and economics, as the result of

political conditions and decisions” (The Politics 130). In an interview around the

time of Druid’s production of the play, Murphy deemed the Famine “the great

punctuation mark in Irish history” (Druid Theatre T2/76; original emphasis).

While he did not specify the type of punctuation mark, his meaning is clear: the

Famine did not just affect Ireland’s population at the time of the crisis. It shaped

all subsequent generations—both those who emigrated and those who remained.

Famine, then, shows why, over one hundred years later, Frank and Joe continue

to view emigration as a solution to their problems.
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Famine (1968)—Pre-migration and Return Migration

As in On the Outside, Murphy addresses the causes of pre-migration in Famine;

but he also explores the consequences of return migration. Seemingly, Murphy’s

play examines the effects of the 1846 potato crop failure on the people of

Glanconor. Although Famine originates from a real event in Ireland’s history,

Murphy undermines a historical representation of the Famine, stating that his

goal was to write about the deprivation he observed in mid-twentieth century

Ireland. In the 1992 introduction to the play he notes that:

…the absence of food, the cause of famine, is only one aspect of
famine. What about the other ‘poverties’ that attend famine? A
hungry demoralised people becomes silent. People emigrate in
great numbers and leave spaces that cannot be filled. Intelligence
becomes cunning. There is a poverty of thought and expression.
Womanhood becomes harsh. Love, tenderness, loyalty, generosity

In Famine, Murphy addresses these issues through his characters and their

actions. For example, Mother becomes both cunning and harsh in her quest to

keep her family alive: she steals turf from a neighbour, an act which contributes

to his death because he is unable to warm himself. When her husband cannot

provide for their family, she demands he kill her and their youngest child so he

and others may survive. Through her daughter Maeve, Murphy shows how a

small amount of food can change the appearance of a young, starving girl from

being like a “bitter old hag” to “a sixteen-year old girl again” (Murphy Famine

43, 45). By sating her physical need, Maeve returns to her natural demeanour.

Murphy’s papers reveal that he conducted extensive research in preparation for

writing the play.36 At the end of one notebook, which included notes from

36 See pages 247-252 of Nicholas Grene’s “Tom Murphy: famine and dearth” for a detailed account of
Murphy’s research and writing process.
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various fiction and non-fiction sources as well as what may be the first attempts

at writing the play, Murphy wrote a poem that describes very well the

predicament in which the villagers find themselves:

A nation starving.
What can they do?
Wait for the slow death,
Or the fever too,
Yellow an’ black;
Or for Govt. aid
To keep them alive
For another famine
Or emigrate.
No hope from the landlord;
No money at all,
To pay higher taxes,
And big families to feed;
No work to be doing—
‘Less a road’s to be built,
Leading to nowhere.
Or emigrate.
Or trust in God.
Trust in God.

In particular, the poem addresses protagonist John Connor’s predicament.

Connor trusts that God will provide him and his family with the spiritual means

to survive; and he trusts that the government will provide them sustenance.

While the poem makes clear the struggle faced by those considering emigration,

it does not mention another theme of the play: the complexity of return migration.

Return is shown through the characters Mark Dineen, a forced emigrant, and the

returned migrants Liam Dougan and Malachy O’Leary. The attitudes of others

villagers toward these characters show how community members marginalise

their peers once a person returns.

Using a series of scenes, Murphy portrays the effects of hunger, death, and forced

migration on the villagers of Glanconor. They are suffering from the effects of
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what Una Chaudhuri calls “geopathology”. As previously mentioned, it is “[t]he

problem of place—and place as problem” (Staging Place 55; original emphasis).

The peasants in Famine are doubly dispossessed geopathologically. First, nature

causes the potato blight, the arrival of which Mother laments in the following

terms: “What’s right in a country when the land goes sour? Where is a woman

with children [sic] when nature lets her down?” (Famine 33). This natural

geopathology of Glanconor is exacerbated by a manmade geopathology, the

villagers’ evictions by landlords who see potential grazing land where their

tenants’ cottages now stand. This displacement marginalises the characters

spatially; and Murphy highlights their marginalisation by featuring the Glanconor

community members in scenes that occur outside.

Murphy’s placement of the characters outside suggests that they are aligned with

the uncontrollable forces of nature, which are exhibited through the effects of the

potato blight. Mother’s line above reveals the tension between the villagers’

dependence on the now barren land and their attachment to that land, or what

John Agnew calls their “sense of place [which is] the subjective and emotional

attachment people have to place” (Agnew in Cresswell Place 7). The villagers’

sense of place has been disrupted by the potato blight. The characters neither

understand the phenomenon nor have the power to stop the effects of the fungus.

Just as they have no control over the natural world, they have no control over

their futures. Meanwhile, Murphy sets “The Relief Committee” scene inside the

local Town Hall, which demonstrates the power of the members of the Relief

Committee who have come together to decide the fates of the villagers. The

committee members are situated in a manmade construction, a place that signifies
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the bureaucracy of municipal administration. In turn, the committee’s placement

inside confirms the villagers’ marginalisation, both literally because they are not

present and figuratively because they have no control over the relief committee’s

decisions. The villagers’ marginalisation is reinforced in a scene called “The

Interview” as the agent Simmington interviews potential emigrants. He does so

“inside the window of the rent office” while the interviewees are kept outside

(Famine 63). In “The Assassination” scene, community members work outside

on a relief scheme building a road when Malachy shoots the Justice of the Peace.

Perceiving the Justice of the Peace as the person responsible for their plight, the

crowd attacks the injured man in retaliation as Mickeleen declares: “Humpy

slaves can be tyrants too!” (77). The assault on the Justice of the Peace shows

that violence is the villagers’ only means of asserting any authority. In “The

King and The Queen”, Connor and Mother are dispossessed, their house tumbled.

Mother makes one last attempt to leave Ireland, urging Connor to emigrate to

England, but he refuses. In “The Queen Dies”, Mother insists that John end her

life and their son Donaill’s too. Connor kills them inside a shelter he constructed

from the ruins of his home. Meanwhile, Dan sits next to his dead wife recounting

an Irish history that cannot be undone. Maeve flees when Connor begins beating

her mother and brother. She has a will to survive. The final scene, “The

Springtime”, occurs outside and leads spectators to believe that those who have

been marginalised will survive to create a new Ireland in which they will

command their own destiny. The ending intimates that control will only be

gained through rebellion led by people such as Malachy and others who have

disappeared but whose legacy will gather support for Ireland’s cause. By ending

the play this way, Murphy shows a change in the underlying cause of the
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community’s geopathic problems. While the characters remain outside at the

play’s end, the problem of location is no longer the uncontrollable forces of

nature. The problem of location is now the place itself, where there is, Maeve

notes, “nothing of goodness or kindness” (87). In this way, Murphy depicts the

cultural change in Ireland due to the Famine.

While others depart for Canada under a migration scheme, John Connor

adamantly refuses to leave Ireland. Connor is the village elder, descended from

“the Connors, kings and chieftans here in days of yore”, and he believes that

working the land is his ancestral right (19). He also trusts that God will not

abandon the villagers and that government aid will arrive to help them through

the crop failure. Consequently, his attempts to do only what is morally right are

manifested as inertia: Connor does nothing to assist himself or his family.

Mickeleen comments on this: “....Your brand of right is only keeping yourself

standing straight, Seán? Your defiance will splinter if you move, Seán, will it?”

(76) Thus, through John Connor’s experience, Murphy dramatises the spatial

conflict involved when a person struggles with the decision to migrate.

John Connor’s problem of space opposes that of Frank and Joe in On the Outside.

Rather than an inability to transform space into place, Connor has a highly

developed sense of place—one which does not allow him to leave Ireland. Tim

Cresswell remarks that “[n]aming is one of the ways space can be given meaning

and become place” (Place 9). The name of Murphy’s fictional village,

Glanconor, emphasises Connor’s link to the physical geography of the area,

which he acknowledges himself: “I’m a Connor of Glanconor!” (78). Towards
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the end of the play, with his cottage razed and his wife pleading with him to leave

Ireland so they will not “all die here”, Connor makes clear his attachment to

place:

….That holding is mine. That holding.—All that land was
Connors’ once! And I’ll not go. Not for landlord, devil, or the
Almighty himself! I was born here, and I’ll die here, and I’ll rot

The significance of his ancestry affects Connor’s relationship with his fellow

villagers, and may relate to the real-life O’Conor clan. After the O’Conors lost

their kingship in the fourteenth century, the chief of the clan became known as

O’Conor Don (Curley Vanishing Kingdoms 155). Murphy may intend that John

Connor be seen as a descendent of the last high king of Ireland, Ruaidhrí Ua

Conchobair (Rory O’Conor) because Connor’s first name (“John”) rhymes with

that title (“Don”); and O’Conor Don is mentioned in Cecil Woodham-Smith’s

The Great Hunger (34, 117). It is John Connor’s tie to the land, as the

descendent of the high kings of Ireland who once owned it, that promotes him to

the position of village elder.

Mr. Simmington, an agent for an absentee landlord and member of the Relief

Committee, observes that Connor’s importance in the community has the

potential to assist Simmington’s forced migration scheme to Canada: “John

Connor. He’s some sort of village elder, isn’t he? (Liam nods) We’ll get his

acceptance first….” (Famine 63). Ironically, it is Connor’s status, linked as it is

to the land, which Simmington sees as allowing for the encouragement of other

villagers to give up their land holdings and to accept a ticket to Canada: his

reasoning is that if Connor accepts so will the others. Even though Connor does

not consent to the offer, Mark Dineen does.
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Through the consequences of Mark’s decision, Murphy shows how self-exile

ostracises Mark from the Glanconor community. Mark’s departure for Canada, at

the behest of his landlord’s estate agent, is foreshadowed early in the play. As the

play begins, John Connor wakes his daughter, the second child he has lost to

famine. Mark sits with others outside Connor’s house discussing the fate of that

season’s potato crop. Mark’s optimism is expressed through his talk of

superstitious beliefs. He mentions last year’s “ghostly fog,” and asks “what piatie

[sic] could grow right in it?” (13). “We didn’t see none of that quare fog we had

last year”, which to him is a positive sign that the current crop will not fail. Dan,

a fellow villager, predicts Mark’s future in the event of the crop’s failure: “Oh,

you can always, Marcus, put a bag on your back, like many others done, and take

to the roads if they fail” (15). Mark, however, refuses to tempt fate and

admonishes Liam for considering digging up potatoes to determine if they are

diseased: “Stand your ground, Dougan, and don’t go bringing any class of bad

luck by rooting on a Sunday” (18). Mark begins fighting with Liam. This

conflict disrupts the communal unity that would usually be associated with a

wake and signals Mark’s future departure as well as the impending rupture of the

entire community.

By the next scene, “The Polocy,” Mark’s optimism regarding the potato is failing.

He notes “the bad year it’s going to be” (24). Subsequently, after a near

altercation with the policemen who protect a cart carrying oats meant for market,

Mark queries the consequences of the governmental policy that stipulates the

food they have grown is meant for export: “We’re going to starve?” (27). Mark
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answers his own question when he fails to attend a community meeting called by

John Connor to discuss their options. This indicates the community’s collapse. In

particular, it shows that Mark’s outlook diverges from John’s belief that the

government will supply them food. Both forty-five years of age, John and Mark

have differing expectations, which underpin the effects of another historical event

that occurred during their birth year: the enactment in 1801 of the Act of Union,

which had created the United Kingdom of Great Britain and Ireland during the

previous year. This governmental tie between the two countries meant that

England controlled Ireland directly. In turn, this union affected the government’s

reaction to the loss of the potato crops due to its non-interventionist approach to

economics, which meant the government did not do enough to help Ireland

during the crisis. Until this point, Mark assumes someone will provide food. His

absence in this scene indicates his relinquishment of any hope that government

assistance will be forthcoming, and that realisation prompts him to leave Ireland

permanently.

Once Mark Dineen accepts the agent’s offer of assisted migration to Canada, he

is marked as a “deserter” by Mickeleen (70). Mickeleen and Dan watch Mark

from a distance as he prepares for his family’s departure:

MICKELEEN: Look at him! He thinks he’s secure now! The
Dineen breed! And all his breed before him! His
grandfather one time that stole the spade that was
the only livehood to Peadar Bane. His sister that
used to give belly to the soldiers at the fairs in
Turlough.

DAN The Peacock! Look at the strut of him!

Their comments signify their opinion of Mark as an outsider. They also allow

Mickeleen and Dan the opportunity to defend their own decision to stay in
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Glanconor and to begin separating themselves from Mark.37 Murphy’s depiction

of Mark’s entrance reveals the character’s apprehension about emigrating and his

changed relationship with his fellow community members: “Mark enters timidly,

slowly, his eyes on the road all the while” (70). While Mark’s watchfulness of

the road indicates his commitment to leave Glanconor, his mannerism and

hesitation at approaching his friends shows his discomfort and his perception of

himself as different. His behaviour is analogous to that of a dog that has been

reprimanded, which supports Mickeleen’s dehumanising description of “the

Dineen breed.” Mark must have a general idea of their conversation and its

negative depiction of him. Certainly, he is conscious of their decision to stay

behind and share John Connor’s refusal to leave Ireland. Since Connor is the

village elder, Mark’s choice to leave Glanconor, which is in direct opposition to

Connor’s instruction, signifies Connor’s changing role in the community.

After Mark arrives, the men tell the story of Albert O’Toole, a man whose refusal

of a forced emigration ticket led to his arrest. After being released to attend his

wife’s funeral, O’Toole escapes only to be recaptured, but John, Dan, and

Mickeleen regard O’Toole as “a hero” and “a brave man” who will “be

remembered” (72). However, the audience is left to wonder about the

truthfulness of the story since Mark denies any knowledge of O’Toole.

Regardless of whether it is an accurate account, the story of Albert O’Toole

becomes a mythical tale. When Mark says O’Toole’s actions will result in his

being sent to Australia, Mickeleen responds: “It’s all the same Canada or

37 This behaviour also appears in the other Murphy plays that Druid produced. In On the Outside, Bouncer
identifies himself in opposition to Frank and Joe, describing them as “townies” (Murphy Plays: 4 188). In
Conversations on a Homecoming, Michael’s friends spend the entire evening deriding him for his decision
to emigrate. Lastly, in Bailegangaire, Dolly’s perception of Mary’s departure is decidedly negative.
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Australia” (72). This leaves no question that Mark’s decision to emigrate equates

to banishment, and Mark’s hesitation at leaving Ireland resounds:

. . . Sure I’m not happy to be leaving ye. I’d renege myself but I
can’t watch any more of them die on me. (He produces his ticket)
And they do say it’s prosperous. And no dealings there with

Although these lines reverberate with sadness, Mark expresses optimism that a

new life in Canada might bring more security than is available in Ireland.

However, his hopefulness is tempered by the loss of his connection to his native

country, and especially the village of Glanconor and its inhabitants. He

articulates this sense of loss as he departs: “They won’t let herself up. To be

leaving ye all. And my own children ablow, and what will Glanconor mean to

them after six months out of it. Or the fields or the hazel beyond . . .” (73).

Mark’s comments disclose his concern that his children will not acquire the same

“sense of place” for Glanconor that he has developed. Mark’s anxiety points out

John Agnew’s observation that “[a] major tension exists between trying to claim

a presence in a place or leaving such a place behind” (“Space: Place” 88). This

suggests a potential geopathic dilemma: Mark’s (in)ability to transform the space

of Canada into place. As Mark leaves, the audience must consider his ambivalent

feelings about emigrating.

Mark’s departure for Canada marks him as “other” as does Liam and Malachy’s

decision to return home from England. Throughout the play, Malachy’s disabled

brother Mickeleen voices the most fervent feelings about migration. When

Malachy leaves Connor’s daughter’s wake, Mickeleen shouts: “Run! Run then!

Off to England again!” (Famine 18). As Mickeleen pays tribute to Connor’s

daughter, he mocks Malachy’s decision to migrate and suggests that Malachy’s
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experience in England was one filled with enjoyment: “And my brother of the

great stature was off roving, having his spate of pleasuring in England” (19). He

later describes Malachy as “the rover” and as “his brother of the great stature

that’s handy at the deserting” (36, 60). Mickeleen’s final comments reveal the

perception of those who leave: their lives are uncomplicated and undemanding.

Famine does not give the audience much insight into Malachy’s or Liam’s

experience of migration. All reports about those experiences are given second-

hand by the remaining characters. When Malachy does speak about his time in

England, he does so defensively:

And the politician there [Mickeleen]: and he’s blaming me. And I
know what you’re saying about me too….Nice home-coming from
England I had; me mother and father dead, the house tumbled and
the holding gone. And when there’s nothing, ye’re blaming me.
There’s no blame or shame on me. I went to England to gather

Malachy’s comments suggest that, like Mark, he had no option but to leave

Ireland to support his family while Mickeleen’s continued criticism of those who

emigrate indicates his opinion of that action as selfish.38

Yet, despite the overwhelmingly negative connotations associated with

emigration, Murphy gives Liam and Maeve a more positive attitude towards that

phenomenon. In “The Love Scene”, Liam reveals his reasons for emigrating:

LIAM: Like Malachy Mór, I meant to stay away only one
season. But the appetite I had, and the wailing that
was here….

MAEVE: Was there no hunger at all in England?
LIAM: There was. But I seen no man die of starvation

there. (45)

38 In an early draft of the play, Murphy includes Malachy O’Leary rather than John Connor as the main
character (Murphy Papers TCD MS11115/1/3/2). This shifts one theme of the play from the concerns
involved with return migration and homecoming to the concerns that develop from the decision to
migrate.
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Liam found a receptive audience because Maeve is one of the few proponents of

emigration in the play. In fact, her view of leaving directly diverges from

Mickeleen’s. When she meets Liam, she has just come from visiting the Quilty

family, who are readying for departure: “They’re all off to America. And I stayed

with them, preparing the sea-store for the voyage….Crying and whinging when

they should be laughing” (44). She later tells Liam that, although her father

forbade her from doing so, she wants to leave Ireland; and she is thinking of

sneaking onto a ship, and hiding until it reaches port:

Although Maeve says she would chance death on an emigrant ship, her action

later in the play shows her desire for life. As John Connor beats her mother and

brother to death, Maeve runs away. Because of that decision, and this earlier

scene, Murphy’s ending of the play with another scene between Liam and

Maeve, “The Springtime”, provides the audience with the knowledge that a

changed Ireland survived the famine. The old order, including John Connor who

is in the background of the final scene, is over. The new order, including Maeve

and Liam, will rebuild a different Ireland.

While “The Love Scene” demonstrates Maeve’s survival instinct, it also shows

Liam’s will to survive, including his willingness to ostracise himself by taking a

job with the landlord’s estate agent, Simmington. Liam’s interest in survival is

shown in an early scene, “The Polocy”. Unlike Mark, Liam attends John

Connor’s community meeting. During it, he raises an important point about the

government’s involvement in local community affairs:
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LIAM: What do you say we should do?
JOHN: I say—I say—Something useful to be doing until . . .
LIAM: Until what?
DAN: Until help comes! . . .
LIAM: But they swept the country bare today: do you think

This exchange reveals two points. First, Liam challenges John Connor’s

authority by suggesting that he is naïve in his assumption that the government

will provide assistance when they have already authorised the export of crops

while the local people go hungry. Second, Liam draws attention to the absence of

politicians who are far removed from the community’s plight and, therefore, do

not understand its seriousness. Because, unlike Connor, Liam mistrusts those in

power, he seeks an opportunity that will enable him to escape starvation no

matter how repugnant it is to his fellow community members:

LIAM: I was thinking of him [the Agent] for a job.
DAN: . . . A job with Simmington, is it?
LIAM: (angrily) Well, if there’s nothing else.
DAN: To be evicting people for him, is it?
LIAM: (angrily) Well, what do ye say?
DAN: Tumbling down on your neighbours for him, is it?

Dan’s accusations show that working for the Agent means that Liam will be at

odds with the other villagers. Murphy’s stage direction that Liam’s responses

ought to be delivered “angrily” indicates the character’s defensiveness, which

stems from his hesitancy in accepting such a position and his sense of inner

conflict about his decision. Liam would prefer a different option, but none exists.

He is forced to make a decision, any decision, unlike John Connor who is

paralysed with his desire to do only what he considers morally correct. In the

aforementioned scene with Maeve, Liam admits that he accepted a job with

Simmington although he does not know what his responsibilities will be. Similar

to her approval of emigration, Maeve’s response is not one of reproach, but one
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of pragmatism: “You’ll get bread every day” (45). In contrast to Maeve’s

reaction, Mickeleen describes Liam as “now a top bodack of a vastard” (59).

Maeve’s and Mickeleen’s comments suggest that there is no moderation in the

play. So, once Liam accepts the job with Simmington, he becomes doubly

marked as a returned migrant and as a traitor to his community.

As Liam oversees the road works, he commands Mickeleen to leave: “Clear off,

O’Leary” (75). Liam distances himself from Mickeleen by using his surname

rather than his first name. Liam serves as a gatekeeper ensuring that those

without permits do not work. Liam reports to the Justice of the Peace, the chief

overseer of the road works: “I’ve told them [those without permits] but they

won’t go away for me” (Murphy Famine 76). Those who are not hired,

including John, Brian, Dan, and his wife, do not accept Liam’s authority. Their

inability or unwillingness to follow Liam’s instructions implies that, as a fellow

villager, he is still a member of the community so they do not recognise his

authority as overseer. Liam relinquishes any authority when he runs away after

seeing Malachy approaching with a gun. Liam could be running for assistance;

but it is more likely that he does not want to witness the ensuing events. His goal

has always been survival. He protects his job by leaving and, to a certain extent,

protects Malachy since he could not serve as a witness to any crime that unfolds.

Liam reappears with Maeve in the play’s final scene, “The Springtime,” which

begins with John Connor announcing that relief has finally arrived. Liam usurps

Connor by repeating his line: “The meal, it’s come” (87). This line provides a

clue to the Famine’s effects on the village. No one listens to Connor. He is no
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longer in charge, no longer the community leader. The rupture in the community

is complete; future stories that survivors and emigrants will tell about Glanconor

are all that remain. As Maeve looks down on Mickeleen’s dead body, Liam

offers her bread:

MAEVE: No! O’Leary is the only name I’d accept anything from.
LIAM: Some say Malachy is dead too. And some say he’s in

America, a gang to him. Whichever, this country will
never see him again.

When Maeve speaks of “his likes”, she refers to Malachy murdering the Justice

of the Peace; and she is talking about using violence to release Ireland from the

Act of Union. With this short exchange, Liam and Maeve begin to create a story

that includes the tale of O’Leary alongside that of Albert O’Toole. While Liam

asserts that Malachy O’Leary’s story may have ended, or that O’Leary may have

reached a land of emigration, Maeve’s declaration prefigures the role the myth of

the Famine will assume in assisting the nationalist cause in Ireland.39 Patrick

Fitzgerald and Brian Lambkin observe that “the memory of Famine migrants in

America fed into the significant development of the violent Irish Republican

tradition in the diaspora in the next generation” (Migration 180). In the play,

Murphy shows how such myths were created: in direct contrast to her father’s

belief in “moral force”, Maeve advocates physical force. This signals a change

that will affect Ireland’s future generations, and it is such cultural consequences

that Murphy seeks to address in the play.

39 See Riana O’Dwyer’s “Play-Acting and Myth-Making: The Western Plays of Thomas Murphy” and José
Lanters’ “Playwrights of the Western World: Synge, Murphy, McDonagh” as examples of how, in
O’Dwyer’s words, Murphy’s work “subverts the idyllic ideal of rural living in the West” (32). Famine
certainly challenges such views of the west of Ireland.
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In an interview prior to the opening of Druid’s production, Murphy proclaimed

that his aim in writing Famine was to consider “the poverty of thought, love,

tenderness, affection, generosity of mind, the natural extravagance of youth

wanting to blossom and flower, but being stalemated by a mentality that had been

engendered in the race over a century ago” (Druid Theatre T2/76). Fitzgerald

and Lambkin’s comment suggests a motivation for both the mentality Murphy

mentions and the myth of the Famine. They are both geopathic conditions since

the “memory of Famine migrants” is a memory of their dislocated sense of place.

Referring back to Mark Dineen’s departure, Mark expressed his fear that his

children will forget Glanconor, and wondered what the place would “mean to

them after six months out of it. Or the fields or the hazel beyond . . .” (Murphy

Famine 73). Mark’s children are the children of the diaspora who, dislocated by

the Famine, transform the unfamiliar space of Ireland into an imagined location

for which they feel a sense of place as strong as that felt by John Connor who was

“born here” (81). For the children of those who did not migrate, such as

Connor’s daughter Maeve, Murphy describes their dislocation as “poverty”, the

predication of which is present in Maeve’s line: “There’s nothing of goodness or

kindness in this world for anyone” (87). In other words, there is nothing left of

the community she once knew. In particular, most of the villagers are dead or

have emigrated.

In Famine, Murphy highlights the complexity both of the act of deciding to

emigrate and the act of returning. And through the experiences of returnees Mark

Dineen, Liam Dougan, and Malachy O’Leary, Murphy shows that emigrating

creates a new problem associated with the perception of those who leave. The
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concerns of the returnee are problems he examines in more detail in

Conversations on a Homecoming. Murphy’s background may explain, in part,

why he chose to revisit the theme of return migration. The play is set in the early

1970s when Murphy himself had returned to Ireland after nearly a decade in

London. In an interview he gave in March 1972, he said:

I had to come back…because London was nothing to me—a sort
of limbo where I was not English and not Irish….But the sheer
intimacy of life back here was a shock. I was made quite sick by
the way Irish people nibble at each others souls and reputations. (

Murphy’s “limbo” is reminiscent of the predicament in which Frank and Joe find

themselves outside the dancehall, and John Connor’s dilemma in Famine.

Mickeleen chides Malachy and Mark for choosing to migrate, an example of “the

way Irish people nibble at each other”. In Conversations on a Homecoming,

Murphy complicates the issue of emigration. Murphy contrasts the effects of the

decision to stay with the decision to go through the experiences of Michael, a

returnee, and his former best friend, Tom.
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Conversations on a Homecoming (1985)—Return Migration and Staying

In Conversations on a Homecoming, Murphy shows the complexity of the

problem of space through the experience of those who return as well as those

who stay. Murphy investigates return migration through the character Michael

Ridge who has come back to his hometown after ten years. On the evening of his

arrival, he meets his old friends in a pub, The White House, which had been a

“refuge…of hope and aspiration” before Michael’s departure (Murphy

Conversations 11). The tensions exposed during this gathering reveal Michael’s

problem of space. He sought success as an actor by moving abroad, but his

relocation to New York did not fulfil his expectations. Michael’s inability to

transform space into place left him isolated; and the ensuing despondency

resulted in a suicide attempt, an act that prompted his return to Ireland. But, upon

arrival, he finds himself disconnected from his friends who now view him as an

outsider. Murphy contrasts Michael’s experience with that of a character called

Tom, Michael’s former best friend, who stayed in their hometown when he was

meant to explore the world and discover himself as a writer. Tom’s decision to

stay in Ireland and fulfil his familial duties has made him bitter. Through

Michael and Tom’s opposing attitudes, Murphy presents a contradictory position

on the problem of turning space into place: neither departing nor staying provides

a resolution. Fundamentally, Michael and Tom each made a decision, which

affects him in the present day: one chose to leave while the other chose to stay. I

would argue that, in part, their decisions regarding migration contributed to their

opposing viewpoints, and, further, their decisions regarding migration were

influenced by their association with JJ Kilkelly, the owner of The White House.
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The following exchange reveals JJ’s desire for the arts centre to have a particular

ethos:

MICHAEL: You wrote your rightest poems here.
TOM: (Laughing at himself) I did—and read them!
MICHAEL: You wrote that speech—JJ’s inaugural—for our

opening (JJ/Kennedy voice again) Friends, all this,
our cultural centre has been a co-sponsorial job
from design to décor…..And as I look around me, I
know that some of us will be departing—

JUNIOR: To ride the waves or drown in them.
MICHAEL: That’s it, Junie—
JUNIOR: (Pleased with himself) As the fella says—
MICHAEL: To seek the new ideas. And some of us will remain,

custodians of this, our White House, to keep the
metaphorical doors of thought, hope, generosity,
expression, aspiration open. So that all will find—the
denizen of this hamlet, the traveller in his frequent
returnings—a place of fulfilment, or a refuge if need
be. Something like that. You wrote that.

TOM: (Chuckling) I suppose I did. Sure we’d all have been
departing, riding the waves, if we paid heed to poor auld JJ.

Michael’s departure meant that he supported JJ’s desire to “seek new ideas”

while Tom’s refusal to migrate demonstrated his rejection of JJ’s ideology rather

than his attachment to The White House as a “custodian”. JJ does not turn up at

the “reunion” in Conversations on a Homecoming, but he does appear in

Murphy’s earlier play The White House on which Conversations is based.

Therefore, it is important to describe JJ’s role in The White House before

continuing.

Tom Murphy’s play The White House premiered at the Abbey Theatre as part of

the 1972 Dublin Theatre Festival.40 The first act of the play, called

40 Upon opening, The White House received mixed reviews, which, combined with negative audience
reaction to the reverse chronological order of the play’s acts, resulted in the decision to switch them for
the final two weeks of its six week run (“What’s on in the Arts” 12). The White House returned to the
Abbey in July, August, and September 1972 for a limited number of performances (six, six, and nine,
respectively), presumably with the acts in chronological order. The White House was produced for
television and aired in March 1977 with the acts in chronological order. After transmission, the show was
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“Conversations on a Homecoming”, is quite similar to the play we know as

Conversations on a Homecoming. “Conversations on a Homecoming” is set in

the early 1970s and dramatises the tensions provoked when a group of people

gather to greet Michael, an old friend who has returned from England. The setting

is JJ Kilkelly’s pub, The White House, which had been a refuge of creativity and

idealism for the group during the early 1960s. Affecting the mannerisms and

style of American president John F. Kennedy, JJ served as the group’s mentor. JJ

intended the pub to be a community arts centre; and prior to Michael’s departure,

he and his group of friends were instrumental in the preparations. Upon

Michael’s return, he seeks to rekindle the idealism he associates with JJ’s arts

centre, but it no longer exists. The pub, which stood for innovation and youth, is

lifeless and aged. Thus, the pub’s physical degeneration serves as a metaphor for

the decline of Ireland during the 1960s. And as the pub has decayed so has JJ.

The former group leader and father figure is now an alcoholic whose diminished

sense of self leaves him unable to drink in the pub he tried to create and whose

failure has led to the group’s rejection of him. The origin of his downfall is

dramatised in the second act of The White House.

The action of the play’s second act occurs before the events represented in the

play’s first act. Entitled “Speeches of Farewell”, the second act allows the

audience to view the happenings on the day prior to the launch of The White

House: November 22, 1963—which is also an infamous date in American

criticised in a meeting of the Castlebar Urban council as “scurrilous and filthy” (“White House was” 11;
McConnell “St. Patrick” 9). A letter to the editor from citizens of Sligo appeared in at least three
newspapers asking “How long more will the RTE Authority permit the dissemination of filth and
obscenities?” (“Plea to Taoiseach” 10; “Did not like RTE show”; “RTE shows riddled” 12). See pages
181-182 of Fintan O’Toole’s The Politics of Magic for a more detailed account of the controversy, which
O’Toole remarks “met a response which was the modern equivalent of the riots which greeted The
Playboy of the Western World and The Plough and the Stars” (181).



Part Two—Textual Space: Murphy and Migration
Conversations on a Homecoming (1985)—Return Migration and Staying

103

history, marking the assassination of President John F. Kennedy. JJ’s protégées

scurry around the pub preparing for the opening. As Tom paints the walls and

Peggy sews curtains, everyone exudes an air of excitement and anticipation. The

act ends with the news of Kennedy’s assassination. JJ’s reaction simultaneously

reinforces and rejects his affected resemblance to Kennedy; and Murphy’s stage

directions in a draft of the play emphasise JJ’s similarity to Kennedy by calling

for Missus to “take his head in her lap,” a scene reminiscent of Kennedy and his

wife Jackie in the moments after Kennedy was shot (Murphy Papers TCD

MS11115/1/7/26). JJ, crying with his head in his wife’s lap, disavows his interest

in Kennedy, saying, “I never liked him anyway…I never liked him anyway…”

(ibid.). With his idol dead, JJ requires a defence mechanism to lessen his

disappointment. He tries to make it seem that Kennedy was not very important to

him. And Murphy’s description of JJ in a draft of The White House tells us why:

“One suspects that his weakness is his source of strength: JFK” (Murphy Papers

TCD MS11115/1/7/16). Once Kennedy dies, so does JJ’s hope, which leaves

him unable to fulfill the mission of The White House. The act illuminates the

rationale for the group’s, and in particular Tom’s, disdain for and rejection of JJ.

Just as JJ rebuffed Kennedy, the group rebuffs JJ. The White House allows the

audience to form their own opinion of JJ since he appears in this act. However,

Murphy worked on the play off and on after its 1972 performances. By 1982, the

two-act structure still remained although the acts were in chronological order

(Murphy Papers TCD MS11115/1/7/13). By 1983, Murphy had eliminated the

“Speeches of Farewell” act although he incorporated parts of it into the one-act

play called Conversations on a Homecoming (Murphy Papers TCD

MS11115/1/7/29). He also cut characters from the original “Conversations” act.
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With these changes, Druid premiered Conversations on a Homecoming (The

White House) in April 1985. By cutting “Speeches of Farewell”, Murphy does

not allow the audience any opportunity to interpret the character, or his

behaviour, directly for themselves. The audience is not given the opportunity to

see the group’s support of JJ and their enthusiasm for the opening of the arts

centre. In Conversations on a Homecoming, all information about JJ is mediated

through the group’s recollections of him, and, in particular, Michael and Tom’s

reminiscences, which oppose each other.

When watching Conversations on a Homecoming, the audience learns that the

aspirations JJ articulated in the early 1960s did not come to fruition but continue

to torment him and those who once believed in him. It is significant that in

Conversations Michael has returned from America to JJ Kilkelly’s pub looking

“[t]o do what we did before” (Conversations 44). While Michael returns seeking

JJ and the hope JJ proffered, Tom strikes down that possibility:

….I think he’s serious. I think we have another leader. Another
true progressive on our hands at last, lads. Another white fuckin’
liberal….Home to re-inspire us, take a look at our problems, shake
us out of our lethargy, stop us vegetating, show us where we went
wrong....And most surprisingly, I think the poor hoor—like his
illustrious predecessor—does not know where he is
himself….[b]ut be warned, we don’t want another JJ.

Tom’s display of antagonism relates to Michael’s desire to emulate JJ, but it also

links Michael to JJ: both men are outsiders because they are returned migrants.

In Conversations on a Homecoming, Murphy investigates the problem of space

through the returned migrants JJ and Michael. Una Chaudhuri observes that “the

problem of home [is] understood as a problem of location, with solutions that
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grouped themselves around certain mechanisms of literal placement” (Staging

Place 91; original emphasis). Often, the solution for Murphy’s characters is to

leave Ireland for a place that they think will solve their problems as Michael left

for America. After departing, however, they discover that their problems are not

easily resolved and long nostalgically for Ireland; hence, Tom’s description of

Michael as a “daft romantic” (Conversations 44). Consequently, migrants go

back to Ireland only to realise the impossibility of reintegration. As Desmond

Maxwell notes: “It is an effort to designate the place where one is, to transmute

its possessiveness, which cannot be exorcized merely by leaving it, into a sense

of belonging” (“New Lamps” 66). In short, no definitive site of inclusion exists

for Murphy’s characters so there is no sense of belonging for them whether they

stay, leave, or return. On one hand, JJ’s failure resulted from the loss of

confidence and hope he felt upon Kennedy’s death. On the other, JJ’s decline

stemmed from the perception of him as a returned émigré. Liam refers to JJ as “a

blow-in, a cute buff-sham from back there Caherlistrane-side” (Conversations

24).41 Later, Tom says that JJ “limped back from England, about 1960. England

was finished for him” (46). These statements reveal an undertone of derision of

the returned emigrant and demonstrate that JJ cannot be fully accepted into the

community even though he grew up less than ten miles away from the town in

which he now lives. Similarly, the time Michael spent in America differentiates

him from the group.42 In an undated draft of a film or television version of

Conversations (which Murphy also refers to as No Shamrocks on Granny’s

Shillelagh), Liam asks Michael if he was looking forward to coming home.

Michael’s response illustrates how he is perceived differently upon his return.

41 Caherlistrane, a village that lies east of Headford and west of Tuam in County Galway, is only nine miles
from Tuam, the presumed setting of the play.

42 Murphy changed the land of emigration from England in The White House to America in Conversations.
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“I’m glad you said that now: ‘looking forward to coming home’ Everyone is

saying, ‘Welcome’ or ‘Welcome back’, or like Mrs. Bradley—did you hear her:

‘Welcome to Coolaun’. As if I was a stranger” (Murphy Papers TCD

MS11115/1/7/19; original emphasis).43 Michael may have been born and raised

in the town, but his time in America marks him as “other” and excludes him from

his birthplace.

Michael’s status as different is similar to that of real Irish people who returned to

Ireland. At the time of Druid’s tours of Conversations in 1986, George Gmelch

published the results of a study on return migrants to the west of Ireland that was

conducted in 1977. It is not surprising that this research appeared at that time

since in the 1970s Ireland experienced net immigration: for the first time in two

centuries, more people immigrated to Ireland than emigrated from Ireland.

Gmelch’s research was based on interviews with actual migrants, but many of his

findings relate to Michael’s experiences as Murphy describes them in the play.

Michael fits the statistical description of a returned migrant who was single, 22

years old upon departure, whose range of time away was between 2 and 55 years,

and who returned from an urban centre to a rural area (“The Readjustment” 155,

156). Like Michael, many actual returnees were disappointed due to their “false

or unrealistic expectations about life in rural Ireland” and found that they could

not “resume relationships with friends and relatives at the same level of intimacy

they had shared years before” (161, 157). Gmelch’s work also revealed a

judgemental term for returnees, “Return Yank,” a derivative of which Murphy

uses in the play:

43 Coolaun is a small town that lies southeast of Galway in County Tipperary.

PLACEHOLDER for copyrighted material

PLACEHOLDER for copyrighted
material (continued)



Part Two—Textual Space: Murphy and Migration
Conversations on a Homecoming (1985)—Return Migration and Staying

107

TOM: ....The Yank.
JUNIOR: The returned wank as the fella says.

The concept of the “Return Yank” parallels the perception of JJ as a “blow-in”

(“The Readjustment” 165, Conversations 24). The fact that both Michael and JJ

failed to accomplish their goals allows the others to feel superior to both Michael

and JJ. The perception of Michael as a “Return Yank” doubly impacts him. Not

only does it distinguish him from the community at large, his journey from home

and his return also negatively affect the important connection between Michael

and Tom.

Prior to Michael’s departure from Ireland, he and Tom were given the

affectionate nickname “the twins” due to the intensity of their friendship and the

similarity of their outlook on life; however, it is obvious that their relationship

has suffered because of Michael’s departure to America and Tom’s decision to

stay in Ireland. The contradiction between Michael’s choice to live a life of

individualism abroad and Tom’s choice to fulfil his familial duties at home is

brought into direct contrast upon Michael’s return. Tom was the favoured “son”

to JJ’s “father”, which Michael notes saying “the esteem he held you in, always,

way above the rest of us” and “if you didn’t break out of it, none of us would”

(Conversations 55, 66; original emphasis). Michael’s recollection makes clear his

perception of Tom as JJ’s favourite so that although he and Tom were “the

twins”, Tom was the person everyone thought would go the farthest in the group,

both in terms of travel and in terms of career. In the “Speeches of Farewell” act

of The White House, the audience is privy to the fact that JJ has arranged an

international trip for Tom. As the characters prepare for the opening of JJ’s arts

centre, they discuss Tom’s trip noting he will visit Norway, Sweden, Denmark,
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Finland, and England (Murphy Papers TCD MS 11115/1/17/26). With such an

experience of the world before him, it is easy to see how Tom became cynical in

the intervening years. In Conversations on a Homecoming, Junior snidely

reminds Tom both of his admiration of JJ and of his unfulfilled dream to travel

the world:

You were always the one talking about travelling—JJ arranging things
for you—you were the one was meant to be off doing the great
things…Off to write his great book....But he had his first page
wrote—the dedication, ‘In gratitude to JJ Kilkelly’....You never wrote
anything....Off to travel round the world to gain experience, and look
at him, lazier than Luke O’Brien’s dog that has to lean up against the

In reality, Tom languished. He decided not to travel or emigrate; he neither left

his hometown nor fulfilled his dreams. Towards the end of the play, Tom moves

Michael away from the others for a more private conversation and the following

exchange occurs:

TOM: Did he [JJ] admire me?
MICHAEL: Yeh.
TOM: More than the others, you said.
MICHAEL: Bigger expectations (shrugs)—I suppose.

While it isn’t explicitly stated in their conversation, it seems that JJ’s favouritism

combined with Tom’s inability to move beyond Ireland or even beyond his

hometown meant that he had more to lose by staying home in comparison to

Michael’s failed attempt to find success outside Galway. Tom became the most

pessimistic of the group precisely because he was the person that JJ and the group

expected to be most successful; and therefore, he had the most to lose by

choosing to stay home. Patrick Burke notes that Murphy gave one of JJ’s

speeches in The White House to Tom in Conversations, which means “Tom has

not forgotten” JJ’s disdain for sentimentality (“Camelot Lost” 93). That JJ

influenced Tom more than Tom can admit is one possibility for the interweaving
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of the speech; however, it is also possible that Murphy’s intermingling of the

characters was due to his perception of JJ and Tom as reflections of one another.

Murphy’s initial character development notes support a link between Tom and JJ

by originally referring to JJ’s character as “Tom” (Murphy Papers TCD

MS11115/1/7/16). While Tom speaks disparagingly of JJ in Conversations, in

The White House he supported JJ’s attempt to revitalise the community by

opening the arts centre. In fact, Tom was instrumental to the ethos of the centre

as a place where community divisions would be obsolete, which Michael notes in

Conversations: “This was all one room. Remember Tom, one of your socialist

ideas to JJ” (Conversations 36). Therefore, Tom’s attempt to minimise the

importance of JJ’s efforts in the early 1960s only undermines the idealism of his

youth, a time when he served as JJ’s speechwriter; and JJ set up an international

trip for Tom (Murphy Papers TCD MS11115/1/7/26). JJ believed in Tom’s

potential to succeed, but also predicted Tom’s future cynicism: “God, Tommy,

your world-weariness is shattering…Well, I really am amazed that one we all

have such great hopes in, can have such little real understanding of life…Tommy,

I’m very concerned about you” (Murphy Papers TCD MS11115/1/7/26). By the

time Michael returns, the wall between the lounge and the bar has been

resurrected, which represents the pub’s stagnation—it has returned to its original

form. The partition also signifies the barrier Tom places between his youth and

his adulthood, and it denotes Tom’s rejection of JJ. By renouncing JJ, as JJ

renounced Kennedy, Tom can distance himself from the ideas and hopes JJ

offered him. This dissociation also allows Tom to detach himself from his

“twin”: Tom’s treatment of Michael during the course of the play makes Tom’s

cynicism clear. He exhibits resentment toward the choice his former “sibling”
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made in leaving their hometown saying: “The luck is on me I never left here” and

“I’ve always taken my responsibilities seriously” in an attempt to prove to

himself that he made the correct choice by staying in Ireland (Conversations 42,

65). Tom’s last comment makes obvious the tension between individualism and

familial responsibility. Michael left his widowed mother for America while Tom

remained at home supporting his parents with income from his work as a teacher.

In the end, Tom’s sarcasm is supported by the revelation that Michael is still

financially dependent on his mother, which indicates Michael’s failure.

Tom asserts that Michael is “the only friend I have”, but his loyalty to his old

friend is challenged when Michael expresses interest in JJ’s daughter Anne

(Conversations 65). The division between Michael and Tom is made obvious

when Tom undermines the possibility of a developing relationship between

Michael and Anne. After initially supporting Michael’s pursuit of Anne, Tom

recants: “Wait a minute….It’s not alright….Michael. Anne….Serious—

Michael—Don’t start messin’….Liam’s territory….And we’ll fix you up with the

gammy one tomorrow. Josephine” (71, 72).44 Josephine, a bank worker, rents a

room in The White House. Her status as an internal migrant to the town allows

the others a way of demarcating her as other: they think she is promiscuous

because, supposedly, she does not wear a bra. At various points in the evening,

she has been called a “[d]irty aul’ thing”, “[t]he most ridiculous whore of all

times”, and “[t]he most ridiculous thing that ever hit this town” (20, 20, 54). By

suggesting that the blow-in Josie is a more appropriate match for Michael, Tom

makes obvious his perception that Michael, too, is a blow-in and no longer a

44 Murphy’s writing appears fractured, but these lines are written to be spoken simultaneously with other
characters’ lines.
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hometown lad. It also confirms the deterioration of Michael and Tom’s

friendship.

Michael’s departure from Ireland altered how his friends perceived him and

damaged his relationship with Tom who stayed behind. Furthermore, it

negatively affected his sense of self to such an extent that he attempted to kill

himself before fleeing back to Ireland. He remarks that he has returned to “the

White House, our refuge, our wellsprings of hope and aspiration” due to “lost

horizons” (11, 12). It appears that Michael feels that if he can “limp” home, like

JJ, to this place of optimism, he may be able to recapture the confidence he lost

during his stay in America (46). Unfortunately, things have changed and

Michael’s hopes are dashed. He goes on to say “you’d be surprised at how

dicked-up one can get—I mean, how meaningless things can become for one—

occasionally of course—away from one’s—you know” (12). Life in America did

not meet his expectations, and he has come back for inspiration and camaraderie

that he has not found there. The tale of his attempted suicide is the clearest

indication of Michael’s diminished self-worth and his feelings of hopelessness:

And. (Moment’s pause; then simply) Well. Then he tried to set himself
on fire. (He averts his eyes)....Ah, it wasn’t anything serious—I mean,
a party, a weirdo job. They were only laughing at him....Well, that’s

Although he tries to distance himself from his experience by using the third

person, Michael’s story within a story points to the pain and demoralisation he

has suffered as an immigrant: “No! No! This isn’t it at all! This kind of—life—

isn’t it at all” (28). A combination of unrealised dreams and an absent support

system transformed Michael from an optimistic youth into a despondent man

whose failures manifested in an act that also did not come to fruition. At the
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play’s end, Michael tells Anne that he will not see her tomorrow: “I have to go.

Tell JJ I’m sorry I didn’t see him. Tell him . . . (He wants to add something but

cannot find the words yet) . . . Tell him I love him” (Murphy Conversations 74).

With those words, Michael will return to America and try again to make his life

there work, or will he? Murphy does not allow the audience any certainty about

Michael’s future.45

Michael left Ireland to alleviate what Chaudhuri calls “the problem of home”

thinking that by relocating himself, he could alleviate his geopathological issues.

But by leaving, he found instead that, in Yi-Fu Tuan’s words, he became “fully

aware of [his] attachment to place” (Staging Place 91, “Space and Place” 447).

This attachment to his hometown and the idealism it represents for him after his

suicide attempt prompts him to return to Ireland. Once he returns, Michael finds

he is dislocated in the place where he should feel most at home. Therefore, he is

spatially dislocated once again, which leaves the audience to wonder if and where

he can find happiness. Opposing Michael’s position is Tom, who remains in

Ireland in a state of discontentment, certain only that Michael is now an

interloper in their hometown. Through the experiences of these two characters in

Conversations on a Homecoming, Murphy shows the complexity of the problem

of space: a solution is elusive whether one migrates or chooses to stay.

45 Alexandra Poulain argues that Murphy’s ending is clear: “[I]n the course of the evening Michael has died
a symbolic death, killing the ‘romantic’ in himself, and has been reborn a wiser man: ‘I know what I came
home for,’ he concludes….At the end of the play, Michael decides to go back to America, although he
hasn’t got much of a life awaiting him there. Homecoming has enabled him to give up the myth of home,
and start inventing his own roots” (“‘My Heart Unravelled’” 189). In a draft of a television script of
Conversations, Murphy concludes by showing Michael on a train (Murphy Papers TCD
MS11115/1/7/19).
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In Bailegangaire, Murphy continues his investigation of the problem of space

through the experiences of two sisters (Mary and Dolly) and their grandmother

Mommo. A choice made previously by each character results in her spatial

restlessness: each woman is anxious in her present location. By revealing a truth

about herself, Murphy allows each character a resolution to her problem. In

particular, Murphy develops the theme of return migration by showing how Mary

reintegrates into Ireland after her return.
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Bailegangaire (1985)—Return Migration

Like Michael and Tom in Conversations on a Homecoming, Mary made a

decision regarding emigration. She chose to leave Ireland for England to pursue

a career in nursing. She left behind her sister, Dolly, and her grandmother,

Mommo, who had raised them and their brother Tom after their parents’ deaths.

Ostensibly, Mary has decided to return to take care of Mommo; but the old

woman either cannot or refuses to recognise her. For years, Mommo, a storyteller

who “[p]eople used to come miles to hear” has repeated the same story every

night: the renaming of Bochtán to Bailegangaire (town without laughter)

(Murphy Bailegangaire 30).46 In the town, after a terrible day of sales at the

local Christmas market, a laughing competition ensued. The competition resulted

in the death of a local man and, later, Mommo’s grandson (Tom) and her husband

(Séamus). Although Mommo is directly involved in the story, she relates it in the

third person because she cannot face her responsibility in that evening’s course of

events: she was responsible for her husband’s participation in the laughing

competition, which resulted in the couple’s delayed return home and the

discovery that their grandson Tom had been seriously injured in an accident.

Through Mommo’s story, Murphy shows how personal choices shape peoples’

lives. The title of a radio programme found in Murphy’s stage directions subtly

hints at the importance of choices to the play’s narrative:

Mary picks up a book en route, switches on the radio and sits at the
table to have her tea. We get the end of the news in Irish on the radio,
then Tommy O’Brien’s programme of light classics, Your Choice and

46 Nicholas Grene translated Bochtán as “the Poor Man” (222), while Fintan O’Toole wrote: “The town is
called Bochtan [sic], from the Irish ‘bocht’ meaning ‘poor,’ and its inhabitants are steeped in poverty”
(The Politics of Irish Drama 222, The Politics of Magic 235). Although bochtán is masculine, the
dominant translation is “pauper”.
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The characters’ past choices affect their present situation. Mary’s decision to

leave and return to Ireland requires that she find a way to reintegrate into her

homeland. Dolly’s decision to marry Stephen even though she “[n]ever once felt

any—real—warmth from him” results in numerous affairs, which are attempts to

fulfil her need for intimacy: “You-think-I enjoy! I-use-them” (58, 59; original

emphasis). Mommo’s grandson’s death is a consequence of her decision to stay

in Bochtán rather than return home to her grandchildren, a decision which

instigates a sense of guilt that lingers decades later. In the play, words provide

liberation from the affects of prior choices: the acknowledgment of the truth

allows each character the opportunity to change her situation from one of

tumultuousness to one of contentment.47

Fundamentally, each character is uneasy in the space she inhabits. Mary’s anxiety

presents itself in various ways. Murphy describes her as “a trier”: she is always

busy, always working, always doing something (9). Generally, when she leaves

the stage space, she does so to bring out suitcases and belongings: items that

signal her restlessness with her home. Although Mommo is practically

bedridden, the obsessive repetition of her story illustrates her unease with the

space around her. Dolly roars in on her motor bike, entering and exiting the stage

space confidently; but her relationship with her marital home is not one of

tranquility. In his essay “Building Dwelling Thinking”, Heidegger notes that “[t]o

dwell, to be set at peace, means to remain at peace within the free, the preserve,

the free sphere that safeguards each thing in its nature” (149). Mary, Dolly, and

47 Richard Rankin Russell reads the play as an example of “the grand Christian narrative”; that is, Mommo’s
“sins” finally result in a confession that provides her with redemption while Dolly’s unborn baby serves “a
contemporary Christ-child” (“Tom Murphy’s Bailegangaire” 79). At one point, Dolly tells Mommo:
“[W]e’ll hear your confession again tomorrow night” (Murphy Bailegangaire 52).
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Mommo have not found such accord in their homes. In particular, Mary and

Mommo are preoccupied by their need to attain such a “safeguard”. At one

point, exasperated with her grandmother’s inability (or unwillingness) to recall

her name, Mary blurts out:

….Miss: as if I didn’t exist. That’s the thanks I get—(Winces to
herself) It’s—not—thanks I’m looking for. (Absently) What am I
looking for, Mommo? I had to come home. No one inveigled me. I

For Mary, the “safeguard” is home, but she is not able to find it: “Home. (Anger)

Where is it, Mommo?” (35; original emphasis). Mary’s lines reveal the

confusion associated with her perception of home: she left Ireland to “blot out

here” but returned to “find—something—here” (61). Incapable of clearly

describing or locating home, Mary’s lines denote Una Chaudhuri’s observation

that I mentioned previously: “the problem of home [is] understood as a problem

of location” (Staging Place 91; original emphasis). Through the mechanism of

migration, Mary relocated to London in hopes of attaining a specific sense of

place: home. After twenty years, she still found it impossible to transform

English space into the “safeguard” she seeks. Finding herself entwined with yet

another problem of location, Mary returns to Ireland because she “wanted to

come home”; she “had to come home” (Murphy Conversations 43). However,

her problem of location still remains. After two years back in Ireland, she

remains powerless to create the “safeguard” of home. As I will argue later,

Mary’s bewilderment and uncertainty are associated with her status as a returned

migrant. In the end, she accepts her present situation by disclosing, in effect, her

problem of location: she reveals that her life in England was not as successful as

Dolly perceived it. Further, by becoming part of Mommo’s story and later
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concluding it, she gains agency over her geopathic condition resulting, finally, in

her discovery of home.

Mary’s insistence that Mommo’s story be finished assists her grandmother in

finding peace as well. Interweaving Dolly and Mary’s conversation with her

story, Mommo indicates an urgency and anxiety for home: “But they had to get

home” (Bailegangaire 17). Hers is a retrospective anxiety that has troubled her

for thirty-four years.48 By goading her husband to participate in the laughing

competition, she delayed their return home. Consequently, Mommo exists in a

simultaneous state of senility and avoidance repeating, but never bringing to a

close, “the story of Bailegangaire and how it came by its appellation” (5).

Mommo relives the evening over and over because “they could have got

home….They could have got home” in time to prevent Tom’s injury (51).

Presumably, Mommo has lived in the house since her marriage so her longing for

home, “I wanta go home”, suggests an internal conflict with the place in which

she resides; she cannot find a way to, in Heidegger’s words, “remain in peace”

(Murphy Bailegangaire 38; Heidegger “Building” 149).

While Mary and Mommo are unable to attain a sense of home, Dolly has a clear

sense of home, and it is decidedly negative. She mocks Mary who earlier

mentioned her desire to return: “Fuck off! ‘I wanted to come home, I had to come

home’—Fuck off!” (Murphy Bailegangaire 60). She later states her feelings about

her own residence: “(To herself, looking at the door) I hate going home” (65).

Dolly is also trapped between two places. Like Mary, who thought leaving would

48 According to Murphy’s stage directions, Mary is forty-one years old. During her monologue, in which she
exposes her brother and grandfather’s deaths, she says she was seven on the day of Tom’s accident. (9, 75)
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allow her peace, Dolly left Mommo’s house to share a newly built one with her

husband Stephen. However, like her sister, Dolly finds that changing location

does not permit her to convert a house into a home. As Dolly and Mary argue

over Dolly’s suggestion that their grandmother be admitted to the County Home,

Dolly utters to herself as she departs: “I hate this house” (27). Later, after Dolly

divulges that Stephen physically abuses her and that her mother-in-law “Old

Sharp Eyes” advocates the abuse rather than stopping it, Dolly expresses her

problem of location:

....Jesus, how I hate them! I hate her (Mommo)—I hate
hate my own new liquorice-all-sorts-coloured house—.

In some instances, Dolly’s descriptions of her house are in terms of its structure

rather than its status as a home, which points up Heidegger’s observation that

“not every building is a dwelling” (Heidegger “Building” 145). Her account of

her husband’s physical abuse illustrates the severity of the attack:

DOLLY: ....[H]e struck an’ struck an’ kicked an’ kicked an’
pulled me round the house by the hair of the (Baileg

Her description suggests there is no space in her home that has not been touched

by his abuse since Stephen “pulled me round the house”. Because the house is the

site of her abuse, Dolly has no positive feelings of domesticity, and relates to

houses in economic terms only. She tries to persuade Mary to raise her unborn

child by previewing the ways in which she will improve Mommo’s house: a new

set of glassware, replacing the thatched roof with slates, a television, a video

player with a remote control. When Mary responds that she already has a video,

indicating Mommo, she rejects the idea that Dolly’s modern conveniences will

assist her in finding what she seeks.

PLACEHOLDER for copyrighted material

PLACEHOLDER for copyrighted material



Part Two—Textual Space: Murphy and Migration
Bailegangaire (1985)—Return Migration

119

During the course of one Sunday evening, each woman divulges a secret. By

doing so, each finds a level of acceptance of herself and, by extension, finds

peace in her personal space. Although Mary’s career as a nurse appears to have

been successful, she reveals: “I failed. It all failed” (57). Dolly divulges that her

husband Stephen is physically abusive; and Mommo admits she forced her

husband’s participation in the Bochtán laughing competition. Confiding these

details to each other allows the women the opportunity to accept each other and

themselves in order, in Mary’s words, to “make a new kind of start” (61). At the

end of the play, all three characters share Mommo’s bed. On one level, Thomas

Kilroy notes that the bed signifies “the domestic centre, the place of fertility, the

nest” (“A Generation” 140). On another level, with the three women in the bed,

it suggests the characters’ new spatial orientation from one of unease and

restlessness to one of calmness and comfort.

Mary’s renaissance begins with her reintegration into Ireland and her acceptance

of her return. This is demonstrated by a subtle shift in the character’s language

during the course of the play. In a 1987 draft of an article for England’s

Guardian newspaper around the time of the London premiere of Conversations

on a Homecoming, Tom Murphy declared that: “I have never written a play about

emigration…. Emigration, as I use it, is a catalytic force. The influence of

emigration, like that of drink, can set the…play and its characters in motion, just

as the return of Michael in Conversations on a Homecoming precipitates the

whole course of the action of a particular evening” (Murphy Papers TCD

MS11115/5/1/9). The influence of emigration is seen in Bailegangaire as well

since Mary’s return from England ultimately results in the completion of
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Mommo’s story. If Mary had not returned from England, Mommo’s story would

never have been told because, as we know, while in Dolly’s care, Mommo did

not complete the story. Murphy’s portrayal of migration in Bailegangaire

demonstrates the ambiguous status of the migrant experience, particularly those

people who leave and return. Mary’s homecoming is similar to Michael’s return

in Conversations on a Homecoming. As discussed in the previous chapter,

Michael returned seeking rejuvenation from the White House, his former

“wellsprings of hope and aspiration”, but his time away marks him as “other” by

the friends he left behind who thwart his attempt to find such personal renewal

(Conversations 11). While Michael returned to find comfort and solace in his

pre-emigrant days, to be changed by them, Mary sought to make a change by

returning.

Through the play, the audience learns that Mary returned to the house she grew

up in two years before the action of the play to serve as a carer to Mommo.

Mommo’s inability and/or unwillingness to recognise Mary, combined with her

belittlement, rudeness, and suspicion, causes consternation and pain for Mary

who “wanted to . . . bring about change” upon her return (Bailegangaire 19).49

Mary realises that the concept of home is elusive:

(To Mommo) . . . No, you don’t know me. But I was here once, and
I ran away to try and blot out here. I didn’t have it easy. Then I
tried bad things, for a time, with someone. So I came back, thinking
I’d find—something—here, or, if I didn’t, I’d put everything right.
Mommo? And tonight I thought I’d make a last try. Live out the—
story—finish it, move on to a place where, perhaps, we could make

49 In Writing Ireland, David Cairns and Shaun Richards argue that just as “Mommo provides the dramatic
interest [,] Mary provides its dynamic, for she has returned determined to ‘bring about change. Comfort,
civilized’” (151). While presenting Mary as a returnee, the authors do not provide an analysis of return
migration or its effect on those who return. Instead, their focus is on the interplay between colonialism,
nationalism, culture and literature.
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Mary’s return and search for home are filled with frustration, disappointment, and

the comprehension that a disjunction exists between the perceived optimism of

her homecoming and her experience of return. That is, what she thought would

happen when she came back is completely different from what actually

happened. She mentions her experience of her childhood within Mommo’s house:

“There was happiness here too, Mommo….” (30). Unfortunately, Mary’s

recollection of a previous contented time is not enough to obscure her present

condition, and she is thinking of relocating once again; but, after a move to

England and one back to Ireland, Mary understands that any future displacement

may not satisfy her pursuit of home:

(To herself) Give me my freedom, Mommo . . . . What freedom? . . . .
No freedom without structure . . . . Where can I go? . . . How can I go
. . . how can I go (looking up and around the rafters) with all this?
(She has tired of her idle game of lighting the candles) . . . And it

As mentioned above, Mary left her hometown in search of happiness she could

not find in Ireland; but once ensconced as a nurse in London, she did not find

fulfilment there and so eventually returned to Ireland. Thus, as a returned

migrant, she is in an isolating, rootless position, unsure of her identity.

This tension is also communicated through the language in the play. In her book

An Introduction to Irish English¸ Carolina Amador-Moreno includes

pronunciation as one way playwrights “cho[o]se to add linguistic features, thus

distinguishing their Irish characters by their speech” (An Introduction 92). I

would expand this idea and suggest that Mary’s language represents a dilemma

common to those who emigrate: a feeling of instability and confusion related to

their identity and feelings of placelessness. Language can reflect the ambivalent
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status of people living in another country who question not only their identity but

where they belong in the host society. In returning, emigrants find their feelings

of displacement further aggravated when their idea of home does not match their

expectations. This feeling of uncertainty is a common theme in Murphy’s works,

and Michael in Conversations on a Homecoming and Vera in The Wake are two

more examples of emigrants who return to Ireland to find that their perception of

returning home conflicts with their experience of that return. In terms of Mary in

Bailegangaire, her experience of emigration can be expressed through language:

her speech patterns change depending on the circumstances in which she finds

herself. The type of change in Mary’s language exemplifies what Amador-

Moreno calls “accommodation or style-shifting [which accounts for] variability

in the speech of individuals...[dependent on] the type of addressee, social context,

or other external influences” (4). According to Howard Giles and Nikolas

Coupland, one aspect of language accommodation is convergence, which is: “a

strategy whereby individuals adapt to each other’s communicative behaviours in

terms of a wide range of linguistic…features” (Language 63). Therefore, Mary’s

pattern of speech is different from Dolly’s and Mommo’s because of a

combination of two factors: her education and her long-term self-exile in

England. She changed the way she spoke in an attempt to fit in with these new

communities and took on a more standardised pronunciation and sentence

structure, but through the course of the play, she begins to adapt her language as

she becomes more and more absorbed in Mommo’s narrative. Furthermore,

Mary’s participation in finishing Mommo’s story ultimately allows her to accept

her position as a returned migrant.
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The audience’s introduction to Mary is visual rather than aural. She sits

dejectedly while Mommo begins to tell the story of the renaming of Bochtán to

Bailegangaire. Her way of speaking contrasts directly with the speech patterns of

her grandmother and her sister. The language variation typical of each woman

can be seen in the following two examples. First, the opening lines each

character speaks in the play illustrate the difference between the women.

Mommo uses invented words, sounds really, to shoo away imaginary hens:

“Scoth caoc! Shkoth!” (Bailegangaire 9). Mary answers when her grandmother

asks the time: “Seven” (10). Dolly interjects the name of her grandfather’s dog

when Mommo forgets: “Mo Dhuine” (16). Second, a short time later, this

exchange occurs:

MOMMO: But to come to Bailegangaire so ye’ll have it all.
MARY: Aren’t you going to say hello to her?
DOLLY: What’s up with yeh?
MARY: Nothing.
MOMMO: Them from that place had been to the market were

‘riving back home.

These are two examples of the language patterns of each character. Mary uses a

more standardised form of English grammar and pronunciation. She standardises

the word “you” while Dolly and Mommo speak in what Amador-Moreno calls a

“variety” (opposed to a “dialect [which] is a term that carries negative

connotations”) using “yeh” and “ye”, respectively (An Introduction 5). In his

review of the production at Dublin’s Gaiety Theatre, Colm Tóibín noted the

linguistic differences between the characters:

The old woman in the bed and her two granddaughters speak different
languages: Dolly a jaded, slack English; Mary a more stilted refined
English; Mommo an English which swings between Irish and Latin,
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Murphy generally writes the characters’ speech in this manner; but occasionally

there are instances, particularly in relation to Dolly’s speech, in which Murphy

introduces variations. For instance, in Dolly’s next line she says “you” rather

than “yeh” when addressing Mary (18). Such irregularities demonstrate Dolly’s

“accommodation” when speaking to Mary who uses a more standardised version

of English. Mommo uses many Irish and Irish English words and phrases, and to

some extent so does Dolly; however, Mary does not except when she is relaying

speech that originated with Mommo. At one point Mary unconsciously engages

with Mommo’s story:

MOMMO: An’ the threadbare fansion’ry, not a top-coat to
him, the shirt neck open.

MARY: (to herself) Not a gansey50

MOMMO: Nor a gansey.

Although Mary is beginning to connect with Mommo’s story, foreshadowing her

role in its completion, she repeats the Irish word rather than initiating it. Mary

engages further with Mommo’s story towards the middle of the play. As she does

so, her ambivalent identity expresses itself through a long monologue. Mary

begins the monologue by recollecting that leaving did not fulfil her dreams.

Then, she absent-mindedly begins to tell the tale of Bochtán starting at the point

at which the strangers enter the pub. “They were wrongin’ that couple. (To the

sleeping MOMMO) Weren’t they? They wor. They were. (To MOMMO) And

when you—And when that decent woman...” (35; emphasis added). Compared to

the last example, in which Mary reacts in response to Mommo, she initiates these

lines. By initiating the story herself, she begins trying to reconcile her life in

Ireland with her life in England. However, her correction of Mommo’s

50 Murphy Anglicises the Irish word geansaí, which means jumper or sweater.
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pronunciation of “were” shows her continued reluctance to engage fully with

Mommo’s tale and, therefore, to engage fully with her own place in the story.

Toward the end of the monologue, Mary begins to engage with the story, and

Murphy writes this into the play:

A low crew of illiterate plebs, drunkards and incestuous bastards, and
would ever continue as such—(holds up her finger to correct her
wording) and would ever continue as much, improper and despicable

This speech is a turning point for Mary. Shortly after, her (mis)recitation of

Thomas Hardy’s poem “Silences” further inspires her to instigate the change she

has been seeking:

‘...[T]he silence of an empty house
....Is of all the silence most forlorn.’

‘It seems no power can waken it—’

Another car passes by. Mary’s reaction to the car:

Come in! ‘Or rouse its rooms,
Or the past permit.
The present to stir a torpor like a tomb’s.’

Bla bla bla bla bla, like a tomb’s. (to the book, and dumping it) Is that

And with this reaction to the poem, Mary makes a decision: she awakens

Mommo, and demands the old woman finish the story. As Mommo speaks, Mary

interjects but now she is forceful rather than distracted, signalling her direct

engagement with the tale:

MOMMO: An’ they were wrongin’ them there again! So they wor.
MARY: They were.
MOMMO: They wor.....

Rather than a correction of Mommo’s pronunciation, this exchange indicates

Mary’s further absorption in Mommo’s account of that evening in Bochtán.
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Overcome by her quest to prompt Mommo to finish the story, Mary forgets that

her pronunciation of “were” is different from Mommo’s “wor”. Shortly

thereafter, more and more engrossed in the narrative and determined to finish it,

she sings:

MARY: (Singing) ‘Tooraloo ralloo ralladdy, tooralloo ralloo
rallee, till a dark—(corrects herself) dork haired girl
deceived me, and no more he thought of me’. . . I’ll

With this, Mary begins to take the story on as her own, correcting her own

pronunciation. By imitating Mommo, Mary incorporates herself her

grandmother’s story; and when Mommo falters, Mary picks up the story saying:

MARY: Alright, I won’t just help you, I’ll do it for you.
[Here we see that Murphy writes in her escalating
connection to the story] (Progressively she begins to
dramatise the story more.) Now John Mahony. (She
corrects her pronunciation.) Now John

Later, a combination of Murphy’s writing and Mullen’s choice of delivery

indicates Mary’s continuing process of language “accommodation”. Murphy

drops the “g” in the word “pretending” indicating Mary’s pronunciation of the

word as “pretendin’ ” (49). Murphy also gives Mary a one-word line that is

delivered to Dolly, which aligns Mary’s language firmly with Mommo’s,

“Shthap!” (61). Previously, Mommo directed the same word with the same force

to Mary, first, prohibiting Mary from helping her to the chamber pot and then

preventing Mary from comforting her (29, 38). Mary’s repetition of the

Stranger’s words, “‘Twas only a notion”, is an example of Soja’s Thirdspace in

which the past meets the present. It shows Mary’s internalisation of a story from

the past “and also” her acceptance that Mommo may not finish the story in the

present (66). In the end, although Mommo admits her involvement in the
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Stranger’s participation in the laughing contest, Mary is the person who finishes

the story, which includes a number of examples of Mary’s incorporation of

Mommo’s language:

...[W]hen he got excited would go pacing o’er and o’er the boundary
of the yard. (75; emphasis added)

But in the—excitation—of their waiting they forgot... (75; emphasis
added)

Then Mary and Dolly heard—‘twas like an explosion.

With the story revealed in its entirety, Mommo addresses Mary directly, giving

the younger woman the recognition she craves. The play ends with Mary’s short

speech illustrating her subtle shift in language:

. . . To conclude. It’s a strange old place alright, in whatever
wisdom He has to have made it this way. But in whatever
wisdom there is, in the year 1984, it was decided to give that—
fambly . . . of strangers another chance, and [cut in performance
and replaced with “together with”] a brand new baby to gladden

Mary incorporates the “variety” of language used by Mommo with the more

standardised language she learned and employed in educational settings and in

England. She maintains her pronunciation of the word “old” rather than

incorporating Mommo’s “auld” and adopts Mommo’s pronunciation of the word

“family” as “fambly”. Her sentence structure maintains a fairly standardised

form with the exception of the awkward “in whatever wisdom He has to have

made it that way” and Mullen’s insertion of “together with” for “and” in the last

sentence, which also contains the archaic word “gladden”. Thus, with the story

finally finished, Mary integrates her modified speech with the language she grew

up with and thus accepts her return to Ireland and her altered place in her

childhood home, which resolves her problem of space. The completion of the
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story also allows Mommo and Dolly the same resolution. By revealing their

secrets and completing the story the three women have achieved Heidegger’s

notion of dwelling; they are “set at peace…within…the free sphere that

safeguards each thing in its nature” (“Building” 149). That the three women are

“set at peace” is evidenced by the fact that they are nestled together in Mommo’s

bed at the end of the play.
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Turning from Textual Space to Enacted Space

In Bailegangaire, Murphy allows the characters a resolution to the predicament

of space, which he did not allow Frank and Joe in On the Outside. The pair,

unable to transform space into place, accepts the lure of emigration as way to

settle the problem. Murphy complicates the desire to depart in Famine through

John Connor’s struggle with the decision of whether or not to leave Ireland.

Further, Murphy highlights that migrating does not resolve the geopathic

dilemma encountered by the returned migrants Liam Dougan and Malachy

O’Leary. Murphy underscores Michael’s problem of return in Conversations on

a Homecoming by contrasting it with Tom’s decision to stay in Ireland. By doing

so, Murphy shows that the consequence of both choices is dissatisfaction. But in

Bailegangaire, Murphy reveals that, while decisions influence the future lives of

the decision-makers and those around them, a possibility exists: a resolution of

the problem of space can be achieved by acknowledging the failure of their

decisions.

In Druid’s productions of these plays, the characters’ decisions are enacted for an

audience. Rather than reading words on a page, spectators read the play as it is

performed before them. It is essential, then, to shift the analysis from the script

to the performance. However, I would suggest that the performance begins prior

to the audience taking their seats in the theatre and starts with public

announcements of the plays in newspapers and visual representations of the play

on promotional flyers. By broadening the definition of the theatrical event, I

consider how those reports and images affect the spectator’s experience. Further,

as a touring company, Druid is defined by its mobility—its ability to travel from
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place to place. And since Druid toured three of Murphy’s plays, an analysis of

how images changed depending on the location of performance shows how Druid

represented Murphy’s plays in specific contexts. In addition to pre-production

press and images, Druid’s choice of performance space and location of

performance also constructs Murphy’s plays in a particular way for audiences.

So, I turn now from the textual space in Murphy’s plays to the enacted space of

Druid’s productions to consider how such decisions construct Murphy’s texts in

individual ways for different audiences. By doing so, I offer a method that

provides (in Soja’s terminology) “an-Other way” of thinking about performance.
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Enacted Space: Druid and Touring

Druid creates productions with special attention to the spectator’s encounter with

the play. In effect, then, Druid attempts to create an experience that brings the

spectator into the theatre, both literally and figuratively. Literally, the audience

member moves from the outside of the building to the inside where the play is

presented. Figuratively, Druid creates an event that ensures the audience member

is part of the production rather than a mere observer of the onstage action. For

instance, in the company’s 1982 production of Richard Maher and Roger

Mitchell’s Private Dick (1982), a typewriter the audience saw in the lobby as

they entered the theatre was incorporated into the stage space where it became

part of the production.

Touring is an extension of this philosophy. As noted previously, Gay McAuley

remarks that “[t]heatre is an art form that plays intensively with notions of inside

and outside” (Space and Performance 51). When touring, Druid is an outsider

bringing a performance into a community of insiders. At the same time as

potential audience members are insiders within their community, they are also

outsiders in terms of the production itself. Druid works to create a special group

of insiders, which is made up of people who buy a ticket to see a play that they

would not otherwise have an opportunity to see. Therefore, once spectators

purchase tickets, they possess a physical item that allows them entry into a

special experience. So, there is always an interrelation between the inside and

the outside. They are not separate, one-way processes; they are dependent on one

another for their definitions.
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Earlier, I cited Patrick Fitzgerald and Brian Lambkin’s definition of migration in

which they note that migration, too, is about the inside and the outside,

specifically “in-migration” and “out-migration” (Migration 297). Further

Fitzgerald and Lambkin nuance their observation, noting that immigration and

emigration are interrelated; that is, they are “two aspects of the same process”

(297).51 Druid’s relationship with Murphy, then, can be understood by

examining the effects of movement. In the case of Druid, this movement

involves theatre events; and in the case of Murphy, it involves people who

relocate from one place to another.

Going back to Yi-Fu Tuan’s definition of space and place in which he says “each

pause in movement makes it possible for location to be transformed into place”,

that is what happens when a play tours (Space and Place 6). Usually the space is

already predefined as an activity hall or a theatre, but it must be transformed from

a general space into a particular place. This might require substantial changes to

sets or lighting. A good example in Druid’s production history is the company’s

first tour to the Aran Islands in October 1982. I mentioned above that Druid’s

trip to Inis Meáin was presented as the RTE special called Back to the Cradle. In

the documentary, Garry Hynes recalls that Druid’s Administrator Jerome Hynes

and Production Manager Steve Plant made a trip to the island a few weeks before

the scheduled performance. Once they looked at the space, (the island’s

community centre, Halla Naomh Eoin), they decided to reverse the layout of the

activity room, seating audience members on the stage and the floor while Druid

played the action on the floor. While the decision plays with theatrical concepts

51 Similarly, when presenting a production in Galway, Druid is an insider encouraging outsiders to attend its
performances.
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by placing spectators on an area that was usually used as a stage, it also provided

Druid with a playing area that was larger than the stage.

The weather was particularly severe around the time that Druid was to perform

on Inis Meáin, which led to a postponement of the performance by one day.

Druid was also forced to leave its set in Galway due to the poor weather

conditions, which resulted in the company creating a makeshift set, which Garry

Hynes hoped “the audience will believe” since “[i]t looks terrible, [it] looks

nothing like our own set” (Back to the Cradle n.p.). Because the company was

so late arriving, the lighting was also significantly changed and nearly eradicated

altogether. It had to be simplified to such an extent that only two fresnels were

used to light the stage with gels removed from the lighting instruments to denote

daytime. Oil lamps and candles were used to indicate night time scenes. Such

alterations show how Druid adapts aspects of its productions to fit the spaces they

play, whether voluntarily or in response to unexpected developments. Changes

in such aspects are not limited to the performances themselves, however, since

Druid also uses and modifies images on and layouts of publicity materials and

programmes creating a specific representation of the play for audiences in

various locations. In other words, Druid transforms space into place. The

amendments Druid made in their enacted space of Murphy’s plays demonstrate

how the company creates a particular image of the play, the company, and the

playwright.
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Tom Murphy’s Famine (1968)

Before discussing Druid’s production of Famine, it is worth examining the

response to some of the previous productions of the play because, from its

premiere, the critical reaction to it displays a tension between national and non-

national contexts; and such tensions are important later in this study when

considering the change in the reception to Druid’s productions when they were

presented in Galway, Ireland, and abroad. Famine premiered in the Peacock

Theatre in March 1968, and it was the first time since the 1962 presentations of A

Whistle in the Dark that a new Murphy play had premiered.52 At the time of the

premiere, Murphy was still living in London where he mainly worked as a writer

for television. Under the direction of Tomás Mac Anna, Famine was staged in

the round in the Abbey’s intimate studio space.

Although the play deals with the effects of the Famine in Ireland, the critics

found that the play took on a broader meaning because of international events

occurring at the same time as the production. Comments such as those by the

Sunday Press reviewer exemplify an idea that is similar to Soja’s concept of

Thirdspace. The critic found that:

[T]he play completely transcends the historical interest of its
subject matter [and although] the play does not mention the fact
that vast resources are being used to devastate Vietnam while
Bihar starves….the parallel…is inescapable.

The Firstspace experience of being in the theatre (watching the play, seeing the

actors in costume and on the set) melds with the Secondspace experience of

relating the play and its themes to the critic’s understanding of the world at large.

52 Murphy’s A Whistle in the Dark simultaneously received its American premiere at the Long Wharf
Theatre in New Haven, Connecticut.
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The amalgamation of these fields creates a Thirdspace in which the reviewer saw

Murphy’s play as a criticism of contemporary international society rather than a

comment on modern Ireland. By comparing the play’s themes to the famine

occurring in India and by tangentially mentioning the Vietnam War, the critic

provides an example of Soja’s “thirding-as-Othering [which] introduces a critical

‘other-than’ choice” (Thirdspace 61). This idea is evident in the reviewer’s

choice of the word “transcends”. The play is not just about Ireland’s experience

during the Famine, or the effects of that historical event on contemporary Ireland,

it is also about the world events occurring simultaneously as the play is enacted.

The play also elicited comparisons to Brecht’s Epic Theatre.53 The Sunday Press

reviewer observed that:

[O]ne is repeatedly reminded of Brecht. At even the most
harrowing moments, one never forgets one is watching actors
representing an event that happened more than a hundred years
ago. One is moved, deeply moved: but the experience provokes
questions, not tears. Like Brecht, Mr. Murphy makes you keep

Rather than presenting the audience with a straightforward plot, Murphy used

twelve distinct scenes to portray the struggles within Glanconor’s community. In

particular, John Connor’s ambivalence towards the lack of food and migration is

a good example of Brecht’s Epic Theatre in which, Roland Barthes suggests, “the

archetypical situations of the Brechtian theatre…may be reduced…to a single

question: how to be good in a bad society?” (Critical Essays 72, 75). That

question is what Connor grapples with throughout the play, insisting that he will

53 It is unclear whether or not Murphy intentionally incorporated aspects of Brecht’s Epic Theatre into the
play. The use of scenes, the titles Murphy gave to the scenes, and lack of character development suggest
the influence of Brecht’s work on Murphy’s play. Fintan O’Toole notes that Famine “has much in
common with the Brechtian theatre” but also states “that it is neither tragic nor epic, but lies somewhere
between the two” (The Politics 112, 117). I have not found evidence that indicates whether Murphy
acknowledges or refutes Brecht’s influence on his work.
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“do nothing wrong” although the community is falling apart in front of him

(Murphy Famine 33). But Connor’s way of doing nothing wrong, is to do

nothing at all: he relies on God and the hope that the government will provide

food for him and his family. In a scene entitled “The Interview”, Connor refuses

a ticket to Canada when the Agent cannot tell him “the reason why it is” (65).

The “it” in the sentence refers to a number of things: why it is the crops failed

twice, why it is the community members are asked to emigrate, why it is no one

provides them with food when they are starving, why it is that no one will tell

them anything about where they are asked to emigrate to. Such queries relate to

the reviewer’s remark that the play, in the manner of Brecht’s Epic Theatre,

“provokes questions, not tears”.

Writing in the Irish Independent, Desmond Rushe unconsciously remarked on the

play’s Brechtian quality: “Mr. Murphy undoubtedly creates a vivid impression of

the human suffering of a starving people. He does it, however, on a rather

detached and clinical level” (“Profound Approach” 3). When Famine transferred

to the Abbey’s main stage in June 1968, the Irish Press reviewer made a similar

observation: “[Theatre]...must not repel or alienate totally” (“Pathos but no

tragedy” 7). These comments refer to Brecht’s concept of the alienation effect, or

A-effect. In Epic Theatre, Brecht worked against naturalism to provide audiences

with theatrical experiences that provoked them into action rather than passively

empathising with the characters onstage. To do so, Brecht employed what he

called the alienation effect, which he defined as:

a technique of taking the human social incidents to be portrayed
and labelling them as something striking, something that calls for
explanation, is not to be taken for granted, not just natural. The
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object of this ‘effect’ is to allow the spectator to criticise
constructively from a social point of view.

With this in mind, the comments in the Independent and the Press suggest that

the inclusion of Brecht’s concept alienated them too much. The remarks also call

attention to the prevailing attitude of theatregoers who preferred not to be

challenged by such work.

Like the review of the premiere in the Sunday Press, Leslie Faughnan’s critique

in the Irish Times related Famine to international events rather than to Irish

society, by focussing on the Poor People’s Campaign, launched in Washington

D.C. in May 1968. During the protest an encampment called Resurrection City

was set up on the National Mall to call legislators’ attention to America’s

impoverished people:

‘The Famine times, god help us’ are as valid a myth for the theatre
as any in our history, and in the year of Resurrection City as
universal in reverberation as any playwright could wish.

Perhaps even more interesting is Faughnan’s suggestion of the Famine myth,

which as discussed previously, Murphy addresses in the play’s final scene.

In November 1969, Famine received its London premiere at the Royal Court

Theatre.54 In The Times, critic Michael Billington noted that it was “too big and

technically complicated a play to suit the necessarily limiting physical

conditions” and that “Sunday night productions at the Royal Court theatre form a

useful function in that they give an airing to work that might not fit easily into the

main repertoire” (“Too big” 11). Billington’s commentary is worth considering

54 At the same time, Whistle played Off-Broadway in New York City.
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because he addresses two spatial aspects of the show. First, it is a large

production with twenty-one speaking parts and various non-speaking roles. Also,

the play’s set requirements include John Connor’s house, a room in a Town Hall,

a quarry, and a rent office. Perhaps more important is Billington’s second

observation: Famine is not a mainstream play. Although in the 1960s the Royal

Court itself was not a mainstream theatre, Famine was positioned outside regular

Royal Court programming suggesting that Murphy’s work was more

unconventional than those shows found in the Royal Court’s regular

programming.

Unlike some Irish critics who connected the play to international events occurring

outside Ireland, A.B. Young of the Financial Times contextualised the play

within English history and marked Murphy and his play as other:

[I]t does seem possible that the landlords and others who proposed
these remedies did so with less heartless enthusiasm than Mr.
Murphy (who is, of course, an Irishman) suggests....Mr. Murphy
writes with an ominous power and is well served by his cast.
Sometimes I found the speech too consciously poetic, even for the
Irish, and sometimes it lapses into momentary incomprehensibity
[sic] with some wild Irish expletives unfamiliar to me.

Such comments indicate that Young cannot separate the play from its Irish

setting. His observation that the language was “consciously poetic” can be seen

as relating to Brecht’s A-effect, which the critic did not acknowledge. Instead,

Young focuses on defining his experience as an English person in opposition to

Murphy “who is, of course, an Irishman”. This comment suggests that Murphy’s

depiction is somehow biased due to the playwright’s nationality.
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When Famine received its Northern Irish premiere at Belfast’s Lyric Theatre in

February 1973, Ray Rosenfield’s review in the Irish Times concentrated on

production aspects rather than any connection to events occurring within or

outside of Ireland (“‘Famine’ at Lyric” 10). The play was revived in March 1978

by the Project Arts Centre in Dublin under Murphy’s direction and with a new

title: Famine (Gold, Frankenstein, and Murder). Critics did not engage with

current events. Instead, they perceived the play in terms of Irish history and read

it literally. Reviewers also focused on production issues. John Finegan found

that the production did not play as well at the Project as it had at the Peacock, a

problem he also saw with the play’s transfer to the Abbey’s mainstage in 1968

(Murphy Papers TCD MS11115/6/2/6). One of the most interesting comments

appeared in Michael Sheridan’s pre-production article on the production. He

commented:

Over a period of 15 years [Murphy] has dug himself a large plot in
the Irish dramatic field and, from having one of his earliest works
rejected by the Abbey, he has been elevated to the board of the
national theatre company—a flattering if dubious compliment to his
talent. His plays are not what one could describe as Abbey stock and
the unveiling of The White House [in 1972] and The Sanctuary Lamp
[in 1975] must have prompted a few turns in the grave of the old

Murphy’s decision to present Famine at the Project shows the playwright’s

interest in diverging from his relationship with the Abbey. Quoted in Sheridan’s

article, Murphy outlines the significance of the Project:

I see the Project as a theatre of idealism, both on the political and
human level. This sort of unqualified idealism cannot be found in the
bigger theatres because their policies are not youth oriented. The
Project company attack a play in the same manner the Irish team
attacked Wales in the rugby field. They approach a subject with the
unspoiled spirit of youth. Because of the cumbersome nature of a
national theatre such an approach is impossible.
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Five years later, Murphy’s partnership with Druid allowed him the opportunity to

work with a young, idealistic company for an extended period of time.

The production history of Murphy’s play Famine shows a tension between

national and non-national contexts on a number of levels. First, upon its

premiere, Irish reception of the play tended to align its themes with international

events. Over the course of time, though, Irish reception focused on the myth of

the Famine in Irish history. Second, when the play premiered in London, critics

reacted to the play’s outsideness in terms of both its place of presentation and its

author. Lastly, rather than a tension between the national and the non-national,

Murphy’s use of Brecht’s alienation effect, whether conscious or unconscious,

shows the integration of the international into an Irish playwright’s work.

This analysis has shown that the reception of Famine differed each time it was

presented. Similarly, since Druid toured Murphy’s plays to various locations,

such differences in reception are important to consider at each location of

performance. In addition, it is interesting, when considering Druid’s productions

of Murphy’s plays, to look at the company’s role in influencing the reception of

the productions through its choice of performance space and the different

locations of the performances. Druid’s production of Famine provides insight

into the importance of the company’s decisions.
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Druid’s Famine55

Famine was the first presentation of Druid’s partnership with Murphy. The play

was produced in February 1984 at the Seapoint Ballroom in Salthill. In that year,

Ireland once again faced societal changes, which made Druid’s production of the

play particularly timely. The country secularised. The rate of emigration

increased as Ireland experienced a recession, and by the following year, 1985,

18.2 per cent of the Republic’s population was unemployed (Fitzgerald and

Lambkin 246). Young people veered away from activities such as the swing

band, which had been popular in the past. So, Druid’s choice to present the play

in the Seapoint Ballroom is important. Primarily a dancehall, Seapoint Ballroom

also functioned as a quasi-community centre since its opening in 1949. It was

built, owned, and operated by Noel Finan. In Finan’s 1998 obituary, Seapoint

was described as “a ballroom of romance, a concert hall, a conference centre, an

electoral count centre, and surprisingly, when Salthill church was being

renovated, a venue for Sunday Mass” (Editor “The late Noel Finan” 8). Although

it is a two-dimensional representation of the ballroom’s exterior, the postcard

reproduced below shows the liveliness of the space, presenting many cars outside

the building, lights on in the coffee shop, and people standing outside the

entrance in the lower right hand corner of the image (Fig. 4).

55 No video exists for Druid’s production of Famine. Therefore, any comments on the performance are based
on production photos and contact sheets, newspaper articles, reviews, and the text.
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Fig. 4. Postcard of Seapoint Ballroom (Gallagher “Olly Maloney” n.p.)

Gay McCauley states:

the first spatial fact is the theatre building itself….as it exists within or
outside the urban space, in relation to other buildings and the activities
associated with them, the connotations of its past history, its
architectural design, and the kind of access it invites or denies are all
part of the experience of theatre for both practitioners and spectators,
and affect the way performance is experienced and interpreted.

Drawing on that analysis, it can be suggested that Druid’s use of Seapoint reveals

three important features. First, it makes clear the limited space of the company’s

theatre in Galway’s city centre, which was limited in terms of both audience

seating and the playing area. Second, it underscores the city’s lack of a purpose-

built performance space, which necessitated Druid’s use of Seapoint Ballroom.

Third, and perhaps most importantly, Seapoint was not a space originally

designed as a theatre. Therefore, Druid’s use of Seapoint is significant because

the physical building’s history as a ballroom imbues performances of Famine

with added meaning associated with Seapoint’s history. At least two connections

exist between the physical building and the fictional world of Famine. First, at

the time Druid rented the space, it could do so because a cultural change shifted

interest from dancehalls to discos. This was noted in Finan’s obituary:

In the early 1980s it was clear that unless Seapoint competed with the
new discos and their full bar licences, it would not survive. Noel
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Finan, who would only allow wine in his restaurant and minerals at the
dancehall bar refused to compromise

Finan’s uncompromising attitude in conjunction with the new interest in other

leisure activities ultimately resulted in Seapoint’s closure in 1985. 1980s Ireland

can be reasonably compared to 1840s Ireland since, in both time periods, Ireland

experienced rapid change: while Seapoint was affected by the cultural

transformation of Ireland in the mid-1980s, Famine is about tradition and change

since Glanconor undergoes a cultural shift that ruptures the community. The

second correlation between Seapoint and the fictional world of the play concerns

the building’s location in Salthill on Galway Bay. (The water is behind the

building in Figure 4 and to the right of the photo in Figure 5.). During the

Famine, Galway functioned as a point of departure for emigrants who would have

passed Salthill as they sailed for their destination. Since the building overlooks

the Atlantic, it might have called to mind issues of migration dealt with in the

play. Therefore, before audience members walked through the doors of Seapoint

Ballroom to attend a performance of Famine, their experience of and

participation in the theatrical event may have been shaped by the building’s

history and location.

Fig. 5. Postcard of Salthill and Seapoint Ballroom, Galway
(“Images of Old Ireland” n.p.)
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Spectators’ expectations were also influenced by pre-production press and flyers

announcing the show. McAuley includes the theatre space as one aspect of the

“social reality of the theatre experience”; however, she does not include pre-

production press in her taxonomy (25). I would argue that analysing such

information is important because it is one mechanism by which the presenting

company informs potential audience members of the production. Further, the

details contained in press material influence prospective ticket buyers to read the

company and the performance in a particular way: it affects the spectator’s

perception of the production.

An article in the Tuam Herald announcing Famine pointed out that Druid’s use of

the building would “bring back life to the almost abandoned Seapoint Ballroom”

(Druid Theatre T2/76). This signifies a correlation between the bodies of the

dancers who attended Seapoint previously and the bodies associated with Druid’s

production of Famine, including the stage crew and actors as well as the

spectators. Without living bodies that move in and fill up the space, the space is

lifeless. It is significant that in Famine Murphy looks into the past to create a

play that speaks about the present. And, by using Seapoint, Druid reached into

the past to resurrect a failing space.

By reviving Seapoint, Druid created a sense of event for Famine with pre-

production press reports in publications such as the Irish Press, the Connacht

Sentinel, the Sunday Tribune, and the Tuam Herald announcing that the large cast

and set requirements necessitated Druid’s use of such a space (Druid Theatre
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T2/76). Because Druid’s use of Seapoint meant that the company would not

perform in its city centre venue, Druid needed to ensure that people still felt

included in the production; that is, because the space was so much larger than

their usual venue, spectators would not be as close to the action of the play.

Druid remedied this problem by constructing the set in a particular way. Once

spectators entered the building, they encountered a refitted space that seated,

according to varying newspaper accounts, 350 or 400 audience members. That

number was three and a half to four times the number of seats in Druid’s own

theatre. The Connacht Tribune described “a fantastic set surrounded by seats—

all sloping down from the balcony so that everyone can have a first class view”

(“Ballroom Becomes” 40). Thus, Druid guaranteed that potential audience

members knew that the intimacy of the company’s “pocket size”, “cosy” city

centre theatre would be retained (40). These press reports also allowed potential

audience members the opportunity to feel as if they were “in on” something

special by seeing Druid’s production of Famine. They were outsiders,

physically, before they entered the space, but they were given inside information

that enabled them to feel they were part of something unique even before buying

a ticket. Therefore, not only were potential audience members integral to

Seapoint’s revitalisation but were also a part of Druid’s most ambitious

production in the company’s eight-year history.

The flyer used to market the production noted Murphy’s contention that the play

was not an accurate reflection of Irish history and included a quote from the

playwright himself:

It’s not really about the history of the Irish Famine at all. Living in
the 1960’s, I found that I was a Famine victim, that it wasn’t over.PLACEHOLDER for copyrighted material
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When one talks of famine, one generally thinks of the lack of food,
starving people. But famine to me meant twisted mentalities,
poverty of love, tenderness, affection: the natural extravagance of
youth wanting to bloom—to blossom—but being stalemated by a
nineteenth century mentality.

As can be seen in Figure 6, Murphy’s words are visually overshadowed by the

names of the company, the play and the venue. Julia Thomas explains the

importance of such choices for images generally: “Deciding where to look is

highly political because it involves deciding where not to look, what to exclude

from sight” (“Introduction” Reading Images 4; original emphasis). In this

example, the reader’s eye is directed, not to Murphy’s explanation, but to the title

of the play and to Druid’s name.

Fig. 6. Famine flyer, verso (Druid Theatre T2/56)
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Although the name of the play is in a much larger font size than the text and is in

bold capitals, Druid’s name is prioritised in terms of font size, type and design,

which is different from anything else on the page. The third priority is the venue,

Seapoint Ballroom, which is also in bold capitals, but in a smaller font size.

Also, by bolding the words “venue”, “dates”, “booking”, and “prices”, those

words take precedence over the text as well. So, this flyer is telling us to look at

DRUID’s FAMINE, which will be at SEAPOINT

BALLROOM rather than paying attention to Murphy’s name or his assertion

that the play is “not really about the history of the Irish Famine at all”. This is

evidenced by the fact that Murphy’s name is in the same size and type of font as

the text.

The image on the recto of the production flyer (and programme) encouraged the

assumption that the play concerned the historical Famine, in contrast with the

playwright’s contention that it did not (Fig. 7).
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Fig. 7. Famine flyer, recto (Druid Theatre T2/56)

The image presents a male figure, his head turned to the reader’s left and his arms

outstretched in a Christ-like pose, with skeletal community members at his feet.56

While Murphy’s quote points up one aspect of the Famine’s legacy, the triumph

of rationality over emotion that he saw in 1960s Irish mentality, the image points

to the physical suffering starvation creates, which eclipses the text on the verso of

the flyer. The man in the illustration presumably represents John Connor, a

decidedly unChrist-like character in the play who, instead of offering himself up

for the salvation of others, kills his son and wife so he may survive.57 The

illustration subtly represents a particular aspect of the play itself by showing in

56 On the flyer itself, the image of the man is clearer.
57 Regarding the ensuing cultural changes caused by the Famine, a interesting parallel exists between the last

high king of Ireland, Ruaidhrí Ua Conchobair (Rory O’Connor) and Famine’s John Connor who may be
intended to be seen as O’Connor’s descendent. Rory O’Connor’s reign as high-king ended with the
inflow of the Normans who were assisting Diarmait Mac Murchada (Dermot MacMurrough) in reclaiming
the kingdom of Leinster from which O’Connor had banished him (Ó’Cuív “Ireland” 93-4). Conversely,
John Connor’s Ireland was transformed due to a mass outflow of Irish who were escaping the ravages
wrought by the potato crop failure. Therefore, both men lived at times of significant transformation in
Irish culture.
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the foreground the figure of an emaciated woman with a baby at her breast. Early

in the play, the men are talking about the previous crop failures and trade the

horrifying stories that they witnessed as a result. Brian says he saw “[a] child

under a bush, eating its mother’s breast. An’ she dead and near naked” (Murphy

Famine 17). In the flyer image, the woman is not under a bush, but among a

throng of people. She is just one of the millions of people the Famine displaces

due to death and migration. Roland Barthes observes that: “[I]t is the image

which is read first [,] and the text from which the image is constructed becomes

in the end the simple choice of one signified among others” (Image—Music—

Text 40n1). In other words, the “picture is worth a thousand words”; in this

example, the image on the recto of the flyer is more significant to our

understanding of the play than Murphy’s quote on the verso of the flyer. The text

that accompanies the arresting image also champions the production company,

the play, and the venue. However, our attention is drawn to the name of the play

before the production company. “FAMINE” is written in a large mural-

like scrawl, which is white on a black background while “Druid Theatre

Company” is also prominently displayed. Other descriptive information is

included at the bottom of the flyer so that, after we see the image, we know the

answers to the important production questions: “Who? What? Where? When?”

The answers from the flyer indicate Druid is presenting Famine at the Seapoint

Ballroom for only a short period of time, which suggests the reader should

purchase a ticket as soon as possible before the show sold out and tickets became

unavailable.
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Spectators who entered the refurbished Seapoint Ballroom, then, did so with a

particular expectation of the play that depended on whether or not they had

absorbed the text on the flyer’s verso. Audience members were also affected by

the pre-production press of the show, which focused on Druid’s use of Seapoint

to mount the largest production in the company’s history. Cormac MacConnell

of the Irish Press found the “extra large dimensions matched by anticipation of a

full house”; and in Gus Smith’s review for the Sunday Independent, he observed

the audience’s connection to the production: “There’s no doubt that there’s

something special now about a Druid first night. One sensed the air of

expectancy...It was an occasion” (Druid Theatre T2/76). Such comments

indicate Druid’s proficiency in creating a theatrical event that causes excitement

among both the public and the press. In a public lecture on Irish theatre in the

1980s, Colm Tóibín noted the geographic draw of a Druid production at this time

in the company’s history when he said that the trains from Dublin to Galway

were full when Druid opened a show (“Darkening the Past” n.p.). The attraction

to Druid productions demonstrates the popularity of the company and, more

importantly, Druid’s ability to entice crowds from other locations. While the

company had created an audience in Galway, it had also created one outside

Galway that would travel to see a Druid show.

As reported in Western People, Druid converted Seapoint into a “three-sided

auditorium with special seating”, which superimposed Druid’s own space on that

of the Seapoint Ballroom (Druid Theatre T2/76). By building a thrust stage,

Druid not only incorporated the intimacy of its own theatre but made the

audience part of the play by calling attention to the others seated across from
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them. This staging decision echoes that of the 1968 premiere, which was

presented in the round, and exploits aspects of Brecht’s work that I mentioned

earlier. Like prior presentations of the play, the press picked up on some of the

production’s Brechtian elements. (In the examples, however, reviewers do not

make known their familiarity with Brecht’s work.) David Burke of the Tuam

Herald remarked on the “succession of scenes” and the Irish Times described it

as “a sprawling epic of drama” (Druid Theatre T2/76). Writing in the Irish Press,

Cormac McConnell noted that:

[T]here was no curtain. Director Garry Hynes chose to run the grim
action through and around the tiered seating...[The set] featured a
rough and rocky road running through the entire auditorium carrying

Again, the incursions into the audience space bring the spectator closer to the

action, an intimacy audiences had come to expect during a Druid performance.

The decision to use Seapoint, however, was not without criticism. Overall, Fintan

O’Toole’s review of the play was positive, but he did remark that “the

unfamiliarity with the space of the Seapoint Ballroom didn’t help a production

which needs absolute concentration and confidence” (Druid Theatre T2/76). All

of the comments above show the importance of the space both for Druid and for

the production.

After the two week run in the Seapoint Ballroom, Druid took the play on a six-

town, four-county tour of the west of Ireland. The play visited Rosmuc and

Eyrecourt in County Galway; Lahinch in County Clare; Ballaghaderreen in

County Roscommon; Ballinrobe and Killassar in County Mayo. There are no

reviews, flyers, programmes, and very little pre-production press available from

which to draw any conclusions about Druid’s tour of Famine. However, that
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Druid toured the play only in the west of Ireland seems significant. In particular,

all of the places of performances are in Connacht, the province that experienced

the highest levels of population loss during the Famine. Connacht’s population

decreased by 28.6 per cent while Munster, Ulster, and Leinster lost 23.5 per cent,

16 per cent and 15.5 per cent, respectively (Woodham-Smith The Great Hunger

412). And many of the places Famine toured to were especially affected during

the Famine. For instance, in January 1847, the Chairman of the Foxford Relief

Committee wrote to the Lord Lieutenant of Ireland that “in the parishes of

Toomore, Attymasss, Kilgarvin and Killasser there are about 3,000 families who

are in danger of perishing from starvation” (Swords In their own words 122).

Also that month, Ballaghaderreen’s parish priest wrote the Lord Lieutenant of

Ireland: “Five persons have died from want within the last three days. The people

are getting outrageous. I fear I will have no control over them” (113). I would

suggest that the place of performance, like the original flyer image, highlights the

play’s connection to the real-life event of the Famine rather than Murphy’s

contention that the play considers contemporary Ireland.

Druid’s production of Tom Murphy’s play Famine shows the implication of the

choice of performance space for the reception of the production. It also makes

obvious Druid’s attention to the creation of a space that audiences can relate to

even if that space is outside Druid’s own venue. The flyer Druid disseminated to

market the play reveals the significance of the image to the spectator’s perception

of the play. The image used on the opening invitation for Druid’s next

production, On the Outside, is also noteworthy, particularly because the show

was presented as a lunchtime show only and did not tour. Before examining
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Druid’s production, however, I investigate some prior productions of the play to

show Murphy’s movement between conventional and unconventional theatres.
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Tom Murphy’s On the Outside (1959)

A consideration of the production history of On the Outside highlights Murphy’s

ability to move his work between fringe and mainstream venues in a manner

similar to Druid’s ability to do much the same thing by the time their partnership

began. Although the play was written in 1959, it did not receive its first

professional theatre production until 1974. In the interim, it was produced for

radio by RTE in 1962; but, there is conflicting evidence surrounding the play’s

success on the amateur theatre circuit. Fintan O’Toole claims that the play won

“the fifteen guinea prize at the All-Ireland Festival in Athlone” (The Politics of

Magic 47). However, Anthony Roche contends that “[t]he sense of exclusion

faced by the two characters…was experienced by the putative playwrights

themselves in relation to the Irish stage” (Contemporary Irish Drama 87). Roche

bases his argument on an article written by Murphy’s On the Outside writing

partner, Noel O’Donoghue, which appeared in the programme associated with a

production of the play in 1992. In the article, O’Donoghue says that the

adjudicator of the All-Ireland Festival “refused to award any prize, saying that no

entry was up to standard” (O’Donoghue in Roche Contemporary Irish Drama 87,

266n8).58 As late as 1961, an announcement in the Kerryman lists the winners of

the 1961 Kerry Drama Festival’s Killarney Trophy for New Manuscript One-Act

Play as “On the Outside” by Dionysus. (“Brosna Drama” 22).

Despite the play’s history, On the Outside was deemed a new play when it

received its first professional theatre production in September 1974 as part of that

58 O’Toole states that the play was produced by an amateur group in Cork before its airing on RTE Radio in
1962 (The Politics 47). Christopher Morash also reports that the play won the 1959 All-Ireland script
competition and that it was “first produced in Cork by an amateur company” (A History 213). Although I
have been unable to substantiate the Cork production, Murphy’s papers contain a copy of the authors’
entry into the 1959 North Cork Drama Festival’s “Script Competition for plays by new authors” (Murphy
Papers TCD MS11115/9/1/11/17).
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year’s Dublin Theatre Festival. Directed by Murphy himself, the play was

produced as one part of a double bill by Four in One Players at Dublin’s Project

Arts Centre, a theatre space that presented works that did not fit in the repertoire

of mainstream theatre venues.

Since the Project presented more experimental work than theatres such as the

Gate or the Abbey, the fact that Murphy’s play was presented there created, like

the later Druid/Murphy partnership, a unique pairing. John Boland commented in

the Irish Press on the placement of a Murphy play in a space other than the

Abbey:

Some people were surprised at the fact of a Tom Murphy play
being presented at the Project Theatre. The author had given most
of his work to the Abbey and he was, after all, on the board of
directors of that theatre. So what was one of his plays doing in a
theatre far removed in its aims and aspirations from our national
theatre? Well, in fact, it had been submitted a while ago to the
Peacock, who couldn’t see their way to mounting a production of

Although Boland acknowledges that Ireland’s National Theatre rejected On the

Outside, which (like Whistle in 1961) instigated its production elsewhere,

Boland’s comments also reveal that he cannot reconcile Murphy’s plays in a

space other than the Abbey. By mentally ascribing Murphy’s plays only to the

Abbey, Boland equates Murphy’s theatre with national theatre rather than a

locality. This suggestion is at odds with itself since the play is set in rural

Ireland. The idea of the Project being an “off-Abbey” theatre ties in with

Druid’s status as a regional company, which Fred Johnson noted in his letter to

the Irish Times:

Did not the best reviewed play of the Dublin Festival, Murphy’s
On the Outside, come from the inimitable little Project Arts
Theatre group? Which goes to show, I suppose, that we are not
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alone when it comes to failing to recognise the importance of the ‘

Indeed, the critics did give the play very good reviews. Desmond Rushe deemed

the play “beautifully truthful” while Gus Smith called it “the hit of the festival”,

and Kane Archer declared On the Outside “one of the fortnight’s triumphs”

(Rushe, “Real gem” 6; Smith, “Flop that shook” 14; Archer, “And so” 10).

According to the Irish Times, the initial one week run of On the Outside was

extended two additional weeks due to its popularity (“Banking group” 16).59 Any

opportunity for a further extension of the play’s run was hindered by the Project’s

move from its location near the Gaiety Theatre on King Street South to a new

location near Temple Bar on East Essex Street, which occurred in October 1974.

In order to take advantage of the popularity of the show, Murphy formed a co-

operative theatre company in collaboration with the other company members.

They called the company Moli, which stood for Moaners Out, Laughers In—

another spatial allusion (16). Moli presented On the Outside and a new one-act

companion piece Murphy wrote called On the Inside, which examines the events

inside the dancehall. The plays opened at the Peacock Theatre on Monday, 18

November 1974.

Various press reports suggest that Moli’s formation instigated two significant

changes: one to theatrical fundraising practices and the other to the Abbey’s

programming policy. First, the group successfully appealed to Lombard and

Ulster Banking (Ireland) for a grant to pay for salaries for the first two weeks of

the three week rehearsal period, a feat that the Irish Independent reported

59 The other play was Noel O’Briain’s The Letter, which was also directed by its author; both plays were
announced as “new plays” (“Four more” 4).
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happened “for the first time” and the Irish Times hailed as “the first such

sponsorship by an Irish commercial organisation” (“Bank Co.” 7, “Banking

group” 16). After a week-long run in the Peacock, the plays were transferred to

the Abbey’s mainstage theatre on Tuesday, 26 November 1974, replacing the

unsuccessful production of The Life and Times of Benvenuto Cellini (“Play

everybody wants” 13). Writing in the Irish Times, Quidnunc noted the second

remarkable achievement for the company:

In a notable break with its traditional practice, the Abbey is
bringing an outside company into the senior house….[T]he
Abbey has invited outside companies, usually from outside the
country, to play there mainly in the summer, but as far as I can
remember this is the first time that a non-affiliated company from
Ireland has been admitted to the larger of the national theatres

The fact that On the Outside moved to the Peacock then to the Abbey’s

mainstage parallels Druid’s performance trajectory from a regional company on

the fringes to the mainstream. So both Murphy and Druid work to move from the

outside to the inside while maintaining status as outsiders.

In March 1976, On the Outside and On the Inside received their American

premieres at the Long Wharf Theatre in New Haven, Connecticut. Overall, the

plays were fairly well received by critics who noted that they did not seem typical

of traditional Irish theatre. For instance, the Meriden Journal found that:

The two plays complement each other, as their titles suggest. As
the names of the authors indicate, the plays are laid in Ireland. But
this is not the Ireland of shamrocks and shillelaghs, not the
Ireland of legends and leprechauns, but the land of simple people
mired in boredom, frustration and resignation.... These are mood
pieces, rather than action pieces.
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The reviewer captured Murphy’s writing process since he often says he writes

from a mood rather than a predetermined narrative. The Darien News critic’s

response provides a way of understanding resistance to Murphy’s work: “The

playwright should have found some way to get the two men inside so they could

come out with their girls at the end. As it turns out, the play is too much like life”

(Murphy Papers TCD MS11115/6/2/21). Murphy’s plays, then, do not provide

easy or happy endings for audiences that crave clear conclusions.

For Felicity Hoffecker of the Stamford Weekly Mail and Shopper, the reality

portrayed in the plays was in welcome opposition to prominent representations of

Ireland. She observed:

How wonderful it is to at last have plays about Ireland that are not
about the Anglo-Irish troubles, the Catholic-Protestant differences
or peopled with cutesy leprechaun drunks. In these two plays,
Tom Murphy and Noel O’Donoghue have presented us with a
picture of a real Ireland, a country in which underpaid men work
with little hope for a future, in which young girls feel the
desolation and despair of the small towns in which they live, a
country so beautiful and wild and yet so filled with people
desperate to escape, to become emigrants, lonely wanderers or

Although Hoffecker’s description of Ireland’s emigrants as “lonely wanderers or

poets in exile” is a romanticised version of emigration, her depiction of Frank and

Joe’s situation as “desperate to escape, to become emigrants” is rooted in the play

itself as I demonstrated in my analysis of the script.

These productions of Murphy’s On the Outside demonstrate a similarity between

Murphy and Druid: the playwright’s work and the company’s work both have the

ability to move between the fringe and mainstream venues. However, Druid’s

next production, On the Outside, was produced as a lunchtime show in Druid’s
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venue only. Although it did not tour, On the Outside provides a good example of

the meaning that can be created for spectators through pre-production press

reports, by the image on the opening invitation, and by the venue.
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Druid’s On the Outside

Druid presented a lunchtime production of On the Outside in its theatre in August

1984. The play was the second offering of the Druid/Murphy partnership and

was directed by Paul Brennan, who had previously directed Druid’s productions

of Seán O’Casey’s A Bedtime Story (1952) and Samuel Beckett’s Endgame

(1957) for the company. At the time of the play’s production, the desperation

Hoffecker mentioned ten years previously was palpable since the rate of

emigration was increasing in Ireland once again. However, the pre-production

press announcing the play did not address the timeliness of the production.

Instead, it emphasised the “family feel” of the production since three sets of

brothers and sisters were involved in it: Paul Brennan whose sister Jane played

Anne, co-founder/Artistic Director Garry Hynes and her administrator brother

Jerome, and actor Maelíosa Stafford whose sister was Druid’s receptionist. This

“togetherness” emphasises family at a time when families were being broken up

because of an increase of emigration from Ireland. Showing the unity of Druid’s

family members intimates that either emigration was not the only solution or that

the power of the family surpassed the power of emigration, which would allow

people the opportunity to keep their families together even if they were forced to

migrate.

Although a company press release for On the Outside is not in Druid’s archive,

the similarity between announcements of the production suggests that the

newspapers derived information from a common source. In addition to the

importance of family to the creation of the show, they focused on the “hugely

successful lunchtime presentation” of Sean O’Casey’s A Bedtime Story, which
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had run the month before (Druid Theatre T2/77). This information suggested to

readers that Druid’s lunchtime productions were in demand, and that On the

Outside was essentially a continuation of such quality entertainment. In an effort

to gather additional interest in the performances of On the Outside, it was noted

that there would be “nine performances only” (Druid Theatre T2/77). Druid had

used this tactic many times before to create the impression that productions were

short-lived experiences that could only be enjoyed for a limited time so audience

members should book tickets immediately.

The press announcement guided readers’ attention to two aspects of the play.

The first was the “romance” between Anne and Frank:

The scene is a dancehall near Tuam, Co. Galway in the late
fifties. Outside the dancehall to be precise. And for Frank and Joe,
that’s the problem. They have the price of one ticket but not two
and there’s a girl waiting for Joe [sic] inside the hall
60

This emphasis on the couple makes the play seem more of a love story that it

actually is: Will Frank gain admission to the dance to meet Anne? Is that all that

is stopping them from being together? Will they dance? Will they live happily

ever after? Such questions, which are evoked by the pre-production press, create

a somewhat melodramatic feeling for potential audience members. The second

highlighted feature focused on the humour of incapability:

On the Outside is a sharp funny piece dealing with the
predicament of some young people who have loads of ambition
but lack the wherewithal to realise them (Druid Theatre T2/77).

This statement removes Frank and Joe’s dilemma as the focal point of the play

and opens out their helplessness to include other young people. Therefore, the

60 This factual error occurs in all the announcements. It should read “waiting for Frank” (although we know
that Anne is not waiting for Frank any longer because she decided to enter the dancehall without him).
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problem is experienced by a community rather than two individuals, which can

be related to the focus of the pre-production press on the families who created the

show: with a community anything is possible. This distance allows the audience

members to see the humour of Joe and Frank’s inability to succeed in their quest

for admission to the dance, in their lives, and in their jobs. Druid highlighted the

significance of emigration as a communal problem by staging the 1959 play to

understand better contemporary events occurring in 1984; Ireland has often

experienced periods of failure, such as the Famine of the mid-nineteenth century

and the economic failure of the mid-twentieth century, which usually involves

high rates of emigration. At the time of the play’s presentation, people were

leaving Ireland in record numbers once again. So, the idea that people were on

the cusp of leaving may have resonated with Druid audiences who were

encountering a similar situation.

The production received only a small number of reviews, probably because it was

a lunchtime show. Although the reviews did not call attention to the timeliness of

the play, a few interesting points were made. In particular, the Connacht Tribune

declared that the interplay between men and women remained unchanged since

the play was written: women continue to play coy and men persist in fighting for

female affection (Druid Theatre T2/77). These thoughts follow on from the

aspect of the play presented in the pre-production press notices that focused on

the possible romance between Frank and Anne; the reviewer may have seen the

production in light of what was imparted before the play was presented. The idea

that nothing had changed in Ireland was noted by Fintan O’Toole in his Sunday

Tribune review in which he compared On the Outside with Neil Donnelly’s 1980
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play Upstarts. The latter play received a revival at Dublin’s Eblana Theatre at

the time of Druid’s production of Outside. O’Toole wrote that: “There is the

same meanness, the same frustration, the same spiritual desert” in both plays

although Donnelly’s was written twenty-one years after Murphy’s (Druid Theatre

T2/77). Thus, the unchanging methods of interaction between the sexes become

a metaphor for Ireland’s stagnation.

In Murphy’s text, the poster that advertises the dance reads: “I.N.T.O. DANCE

TONIGHT, 8-12. MUSIC BY THE MARVELTONES ORCHESTRA. ADMISSION

6/-.” (Murphy Plays 4 167). While the acronym refers to the dance’s sponsor, the

Irish National Teachers Organization, it also ironically relays Frank and Joe’s

situation since they will not get “into” the dance. In turn, by mentioning the

teachers’ group, Murphy accentuates the difference between Frank and Joe as

apprentice tradesmen who are in a different social class from that of most

teachers.

Murphy does not specify the date of the dance. However, a photograph in a

newspaper interview with the printer of Druid’s production poster shows that it

reads “29 Feb. ’59” (Fig. 8).

Fig 8. Druid Theatre uncatalogued newspaper clipping
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Since 1959 was not a leap year, the date did not exist.61 This error could have

been an oversight on the part of the production team, an inside joke that assumed

spectators would not pay attention to such detail since the name of the band is

also inaccurate, or, even perhaps, the printer’s own joke for the media. (Also, the

poster should read “Marveltones” instead of “Marbletones”, which is what the

Drunk mistakenly calls the band.)62 However, by choosing a date that did not

exist, the company recreated the indeterminate circumstance that Anne endures as

she waits for Frank, and that Frank and Joe experience as they try to get into the

dance. Leap year in Ireland is considered “Ladies Privilege”, a day during which

a woman can propose to a man. In effect, the date allows a woman to take

control of her relationship, which Anne does by entering the dance without

Frank. As Anne goes in with Kathleen, Kathleen remarks: “Good job you

brought your own money with you” (Murphy Plays 4 170). Anne’s entry into the

dance is doubly humiliating for Frank as he can neither pay the cost of Anne’s

admittance nor his own.

The artwork on the opening invitation focuses on the play’s title (Fig. 8.).63

61 1959 was also the year that Murphy and O’Donoghue entered the play in the All-Ireland One-Act Script
Competition.

62 I viewed a video of the production at Druid’s office, which was taped as a long shot from the back of
house. The lack of a close-up on the set and, in particular, the poster did not give me any insight into the
poster’s details.

63 The mark through the word ‘on’ is not part of the original image. It is residue from masking tape or
another adhesive.
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Fig. 9. On the Outside opening invitation (Druid Theatre T2/uncatalogued invitation)

The large, thick font on the top of the invitation is reminiscent of the tank Frank

talks about in the play: a tank from which he cannot escape. When looking at the

image, it feels as if the heaviness of the words is constricting the two sketched

figures at the bottom of the invitation. Presumably, these figures represent Frank

and Joe; and they are confined by the weightiness of the title, the border

separating the black area from the white area, and the limitation of the piece of

paper. As they are trapped in the world of the play and in their present

circumstances, they are trapped in the confines of the image. The sketch of the

two men is not defined. We cannot tell anything specific about them, but the

stance of the man on the left possibly indicates that he is waiting with his hands

in his pockets. It is virtually impossible to tell if he is facing us, or if his back is

turned to us. This nebulous position is analogous to the state in which Frank and

Joe find themselves. Will they move ahead with their plans to emigrate, or will

PLACEHOLDER for
copyrighted material



Part Two—Enacted Space: Druid and Touring
Druid’s On the Outside

166

they stay and face their lives as they find them at the present moment? The man

on the right is in motion; the position of his knees tells us he is moving away

from us. Possibly, he is beginning his journey to a land of emigration. The ill-

defined nature of the sketches also hints at Frank and Joe’s position at work and

in life: they are nothing to those around them, or they feel as if they are invisible

to those around them. The pair’s marginalisation is also suggested by the title

since the word “outside” is the smallest word in the title implying that those who

are on the outside are on the periphery just like the word in the image.

The title of the play overshadows everything else on the flyer while the image of

the men is the next most prominent aspect of the invitation. Unlike the example

of the Famine promotional flyer, this document contains no sales information

precisely because its function is not to supply such particulars. By receiving an

invitation to the opening, invitees are privileged as Druid “insiders” since they

see the play on a specially designated evening as guests of the theatre. The

audience’s free entry to the play is in opposition to the play itself; and therefore,

Frank and Joe’s predicament since the pair cannot enter the dance because they

do not have enough money. Once Druid’s guests enter the space and the play

begins, however, they become outsiders in the world of the play and are then in

collusion with Frank and Joe. In particular, theatregoers who were seated in the

front row were on the stage with the characters.64 Just as the pair is marginalised

in the play, so, too, are the spectators in the audience: Frank and Joe cannot gain

admission to the dance and neither can the audience because Druid did not

produce On the Outside with its companion piece, On the Inside.

64 I viewed a video of the production at Druid’s office.
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The fact that Druid’s building is a former warehouse, a place that evokes

movement by the former hauling, stacking, and removal of goods that took place

there, aligns the space with Frank and Joe who are employed in jobs of a similar

kind. Such allusions to movement are juxtaposed with the theatre production

itself, an occasion in which a group of people sit while watching events unfold

onstage. The ending of the play indicates that Frank and Joe will migrate;

however, the fact that Druid’s production was a lunchtime show that neither

toured nor transferred to evening performances suggests a different ending.

Frank and Joe may move, but not abroad or to better jobs.

Druid’s presentation of On the Outside is a good example of the importance of

pre-production press, the image used to represent the play, and the influence of

the theatre space on the meaning of the play. These aspects become even more

significant in the following section, which analyses Druid’s production of

Conversations on a Homecoming—the one play of the Druid/Murphy partnership

that toured to the most places. As a consequence of the large number of

performance locations and my detailed consideration of the interaction of the

fictional world of the play and the real world during three prison performances,

my examination of Conversations is the longest of all the enacted space analyses

presented in this study.
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Druid’s Conversations on a Homecoming

I would suggest that Druid’s enactment of Conversations on a Homecoming is

the most significant production of the Druid/Murphy partnership because Druid

toured Murphy’s play around Ireland and internationally to places the company

had not previously visited. Even more importantly, the play expanded Druid’s

international touring network when it was presented with The Playboy of the

Western World in upstate New York and, later, on its own in Australia. In

addition, the images used to represent the play on marketing materials and

programme covers changed significantly throughout the company’s two and a

half year engagement with the play demonstrating Druid’s ability to (re)create

itself for Irish and international audiences. This section, then, provides an

analysis of the play’s reception and images in various locales of performance to

illustrate how the Druid/Murphy partnership assisted Druid’s development as an

international touring company.

I want first to provide an overview of the places of performances to show how,

by exiting and entering Ireland, Druid’s travels can be likened to the behaviour

of a circulatory migrant whose “to-and fro movements become repetitious” (King

5). This pattern of Druid’s regional and international touring takes on a special

meaning given that, as demonstrated above, the main theme of Conversations on

a Homecoming is migration.

As shown in Figure 10, Conversations on a Homecoming premiered on 16 April

1985 at Druid’s theatre in Galway (1 in Fig. 10.). The popularity of the show

prompted a revival in July, which was followed in August by a once-off
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performance as part of the 1985 Galway Arts Festival. In September 1985, Druid

took the play to the Dublin Theatre Festival, and returned to Dublin in December

of that year to mount it at Dublin’s Olympia Theatre (2). During February and

March 1986, Druid presented the play as an Unusual Rural Tour that played

twelve towns and villages in nine counties of the Republic of Ireland.65 In

summer 1986, the production travelled to upstate New York’s PepsiCo

SummerFare Festival (with The Playboy of the Western World), marking Druid’s

first American performances (3). Druid revived the play in December 1986

before presenting it at Australia’s Sydney Festival in January 1987 (4, 5). After

Druid returned from its Australian debut, the company toured the play to three

Irish prisons, returning to Galway for another revival at its own theatre in

February 1987 (6). The company travelled to London to perform Conversations

at the Donmar Warehouse in October 1987 (7), and ended its relationship with

the play with an appearance at the Belfast Festival and an engagement in Derry,

both located in Northern Ireland (8).

65 Druid toured the play to Clifden, Galway; Louisburgh, Castlebar, and Kiltimagh, Mayo; Ballaghdereen,
Roscommon; Ballinamore, Leitrim; Shercock, Cavan; Ballybofey, Donegal; Sligo; Callan and Clonmel,
Kilkenny; and Listowel, Kerry.
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Galway
1,4,6

Dublin
2 London
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New York
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5
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8
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8

Fig. 10. Locations of Performance, Druid’s production of Tom Murphy’s Conversations on a
Homecoming, April 1985-November 1987. This illustration primarily focuses on Druid’s
international tours and does not include the places of performance for Druid’s Irish tour of the
production in February and March 1986 or the company’s visit to three Irish prisons in February
1987. Figure generated by Shelley Troupe.

The various locations of performances during the tours of Conversations in

Ireland and abroad suggest that Druid balanced national and international

performances with those closer to its home in Galway. Perhaps more

importantly, this chronology highlights the importance of Druid’s participation in

local, national, and international festivals to the development of the company’s

international touring policy.

When Druid opened Conversations on a Homecoming at its theatre in Galway in

April 1985, the company had recently returned from an eight-week tour of The

Playboy of the Western World that included an Unusual Rural Tour as well as
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four weeks of performances at London’s Donmar Warehouse.66 Because of the

length of time the company had been gone from its base in Galway, one theme

running through the reviews is that Conversations, a story about a returned Irish

migrant, is analogous to Druid’s homecoming as well. (Although it should be

acknowledged that Druid’s return is received more successfully than Michael’s

return in the play.) For instance, the Irish Press’ review headline, “Homecoming

triumph for Galway’s Druid”, highlights two points: first, the premiere of

Conversations on a Homecoming was a critical success, and second, Druid had

returned victoriously to Galway upon completion of its successful tour (Druid

Theatre T2/79).

With Druid’s return to Galway, the press gave more attention to Druid’s London

performances of Playboy than to the Irish tour. Such interest in a particular

location of performance can be read in terms of London’s status as a European

centre of high quality theatre: the performances in London were viewed as more

prestigious than those in Ireland. As had happened with Druid’s success at the

1980 and 1982 Edinburgh Festival Fringe, the prestige of the London

performances resulted in increased attention from the nation’s capital and news

reports of Conversations ask when the show will tour to Dublin (Druid Theatre

T2/79).

Another theme prominent in the press was that Murphy’s play was a re-working

of The White House rather than a new play. The Sunday Press said the play was

“not really original” since it was “a radical re-working” of a play that had already

66 Some press reports indicated that Druid’s production of Playboy had been considered for a West End run
after it closed at the Donmar Warehouse; however, Druid chose to return to Ireland to concentrate on
opening Conversations (Druid Theatre T2/146).
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premiered (Druid Theatre T2/79). While the New Galway Observer commented

that “there was the danger that…[the play]…would be a ten year old jaded re-

hash”, but that “Tom Murphy and Druid together have pulled off another great

[production]” (Druid Theatre T2/79). Although audiences who saw

Conversations in 1984 may not have been aware of the 1972 version, Druid

acknowledged the play’s prior history by including a subtitle on the front of the

programme so that it read “Conversations on a Homecoming (The White House)”

(Fig. 11.).

Fig. 11. Conversations on a Homecoming Galway premiere
programme (Druid Theatre T2/62)67

By recognising the fact that the current production was a revision of a prior play,

the company could have detracted from the importance of the happenings

onstage. But by publicising the play’s origins, rather than suppressing them,

Druid called attention to its ability to revitalise older plays (just as they had done

with Playboy). Tim Harding in the Sunday Press found that “its transformation

67 The colour of the programme is a very deep plum, but the colour did not reproduce well during scanning.
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from the earlier unsuccessful The White House certainly shows the hand of the

more mature author of that work” (Druid Theatre T2/79). So, by presenting a

successful “version” of The White House, Druid somewhat usurped the Abbey’s

position as a “national” theatre because Druid was capable of producing a

successful production of the play while the Abbey was not. Writing in the

Galway Advertiser, Sr. Ailbhe remarked on the distinction between the

productions:

Having seen The White House in The Abbey and being dismally
disappointed, it was most refreshing and very interesting to see
what Tom Murphy did with this play as he rewrote it for the
Druid. What a difference! (Druid Theatre T2/79)

Although Murphy had revised the play off and on since its Abbey premiere, it

was not until he began working with Druid that the “Speeches of Farewell” act

was finally cut, which indicates the influence of the partnership on his work.

The design of the programme also reflected the image of America, which is

represented in the play by Michael’s return from that country and JJ’s assumed

likeness of President Kennedy. Ireland’s geographic position to the east of

America was replicated in the image used on the programme. On the left or

Western side of the image, President Kennedy is depicted in a cartoon-like

fashion, wearing a suit with the American flag behind him. On the right or

Eastern side of the image, the Irish flag replaces the American one and Kennedy

is dressed in a flat cap, striped collarless shirt, and waistcoat. It makes him

appear very much like an early to mid-twentieth century Irish farmer. While

possibly appearing authentic to the audience, the collarless shirt (known as a

grandfather shirt) depicted in the illustration was very rarely worn in the early

1970s, the period in which the play is set. The representation of America
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foreshadows the play’s presentation in New York State, and possibly suggests

Druid’s interest in touring to America since Michael’s host country was

originally England rather than America. In addition, the programme draws

attention to Druid’s tenth anniversary, with an emblem labelled with the

company’s name, logo, and the years 1975-1985, which indicates the company’s

continued existence. For ten years, Druid had provided audiences with quality

theatre; and by recognising the company’s anniversary, Druid implied its

commitment to continue making theatre into the future.

Tim Harding of the Sunday Press summed up the importance of the

Druid/Murphy partnership writing:

It is a rare event when this column reviews plays outside Dublin,
chiefly for practical reasons. But the occasion of a radically
rewritten play by Tom Murphy, winner of the last Harvey Award
for a new Irish play, and the recent London success of the Druid
Theatre Company made this a special case (Druid Theatre T2/79).

As a team, then, Tom Murphy’s writing and Druid Theatre’s productions makes

Conversations on a Homecoming an attractive and important play to see.

Harding’s review also demonstrates a geographic change in newspaper reviewing

policy. Instead of critics staying in Dublin to review shows there, Druid made

Galway a place of interest that drew reviewers to the west of Ireland.

At least one critic felt that audience members from the west of Ireland, and those

from Murphy’s hometown of Tuam in particular, better understood Murphy’s

play. Dick Byrne said he “was particularly delighted to see so many denizens of

‘Shamtown’ present, and it was evident they were getting that little something

else from it” (Druid Theatre T2/79). Another reviewer felt that “the humour, one

suspects, is derived from the audience’s personal acquaintance with similar
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scenes in their own locals” (Druid Theatre T2/79). These comments indicate that

the audience, which includes not only Irish but west of Ireland Irish, are better

able to understand the happenings on the stage. More importantly, such

statements point up Murphy’s personal experiences as the inspiration for his

work, which has broader resonances than the personal. Critic Michael Sheridan

stated that although the play was set in Galway it was “eminently transferable to

any Irish setting” (Druid Theatre T2/79). These comments indicate a divergence

in beliefs about whether the play is local or national; that is, that audience

members from Tuam better understand the play than outsiders versus the opinion

that it can be set anywhere in Ireland. Interestingly, such remarks seem to

preclude audiences outside Ireland from understanding the play.

The press release announcing a week-long revival of the play in July 1985 is a

good example of how pre-production press, shaped by Druid’s press releases,

influences the audience. The focus of the newspaper announcements concentrated

on the amount of Guinness actor Maelíosa Stafford consumed during each

performance. Headlines such as “Actor is back on the drink” and “Seven pints a

night—and all for the sake of art” suggest that Stafford’s ability to drink such an

amount is a reason to see the show (Druid Theatre T2/80). However, Druid

themselves intentionally perpetuated the stereotype of Irish people as drinkers as

can be seen in the press release for the revival (Fig. 12.)
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Fig. 12. Conversations on a Homecoming press release (Druid Theatre T2/62)

It seems that the stereotype was propagated to create a sense of event for the

production. The lack of discernment on the part of the newspapers can be seen in

the image as well: the date of the press release is “July 10”, but in the copy the

dates of production are incorrectly listed as “June 22 to 27”. In some pre-

production announcements of the play, the press release was published virtually

in its entirety and included the incorrect dates of production. So, the public’s

expectation was shaped by Druid’s description of the play.

However, the flyer used to market the revival of the play remained ostensibly the

same although it was produced in black and white rather than colour (Fig. 13).

PLACEHOLDER
for copyrighted material



Part Two—Enacted Space: Druid and Touring
Druid’s Conversations on a Homecoming

177

Fig. 13. Conversations on a Homecoming Rosary Hall flyer (Druid Theatre T2/62)

Presumably, this was a cost-effective measure. The text added to the flyer, “BY

PUBLIC DEMAND”, prompts the reader to note that due to the play’s previous

success, these performances will be held but only for a limited time: “For Six

Nights Only”. This creates a sense of urgency in the reader to purchase a ticket.

On the reverse, a quote from the Irish Press endorses the company for its body of

work (“the best theatre company in the land”) and the production for its

authenticity (“a thundering segment of true life”).

Druid’s ability to stage the play realistically was challenged when it was

presented as part of the 1985 Galway Arts Festival in a once-off performance at

Murty Rabbitt’s pub in Galway City. Rabbitt’s is located on Forster Street, just

minutes from Eyre Square, a public park at the centre of the city.68 The flyer for

68 On 15 August 1965, Eyre Square was rechristened John F. Kennedy Memorial Park and a plaque was
erected on the site at which Kennedy was made a Freeman of the City during his visit to Galway on 29
June 1963 (“News Comes” 28). Although a public affair held in conjunction with the opening of the new
Galway Cathedral, the renaming was only semi-official since postal addresses were not affected (28).
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the performance at Rabbitt’s Bar shows that Conversations was played as a

“promenade performance” (Fig. 14). This created a Thirdspace in which the

actors performed before an audience who, although they had purchased tickets,

were simultaneously pub-goers.

Fig. 14. Conversations on a Homecoming Rabbitt’s Bar flyer (Druid Theatre T2/62)

The flyer gives a sense of the disjuncture that was created by using a working pub

as a theatre space. It states: “This is not a theatre performance” and “Audience

and actors will mingle with one another”. These assertions indicate that the

presentation was not a usual theatre performance with actors on stage and a well-

behaved audience in their seats. However, closing the bar and announcing that

“latecomers will not be admitted” underscored that, indeed, this was a

performance. The show did not receive much press, probably because it was

presented for one evening only and because it had been produced twice

previously in and around Galway. However, the tension that was created by

performing the play in a pub was noted in the Galway Advertiser in both a

performance review and a letter to the editor. The review noted that: “It was a bit
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like eavesdropping…If someone had just wandered in there they would have had

no idea what was going on” (Druid Theatre T2/80). In his letter to the editor, Jim

McManus complained that:

Due to the layout of the pub I like 50% of the 150 people (approx.)
there, was unable to see the performance. What I did see was elderly
and bewildered tourists sitting in back rows behind people who were
standing. They, like myself, had come expecting a nights [sic]
entertainment” (Druid Theatre T2/80).

Thus, the Thirdspace created by the interrelation of the actors and audience was

not comfortable for those in attendance since the expectation of a traditional play

performance was at odds with the live presentation of the play in a pub.

McManus’s comments also point up the importance of tourism to Ireland, and

suggest his concern that the tourists in attendance would go away with a negative

opinion about Galway. The pub performance also accentuates the insularity of

the characters within the action of the play. Michael, Liam, Tom and the others

are able to speak without regard to others overhearing their conversation because

there are no other customers in “The White House”. Even JJ does not drink in

the pub. He’s up the road in Daly’s. The site-specific performance (or what

Druid deemed a “promenade performance”) is another example of Druid’s ability

to present a production that involves the audience and, in Soja’s terms, provides

“an-Other” way of considering their plays.

It is important to consider briefly the general status of the Dublin Theatre Festival

(DTF) prior to discussing Druid’s participation in the 1985 Festival with its

production of Conversations on a Homecoming.69 The 1984 Dublin Theatre

Festival had not taken place. According to Lewis Clohessy, a combination of

69 The programme image was identical to the premiere programme, but with a black background rather than a
burgundy background.
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personnel and financial issues accounted for the inability to produce a Festival

that year (“Dublin Theatre Festival” 239-40). Michael Colgan, the Festival’s

Programme director, resigned after the 1983 Festival to assume the position of

Director of the Gate Theatre. Clohessy, serving as a consultant to the DTF in

1984 before joining formally as the Festival’s Director later that year, decided

that “given the shortage of time and resources on hand, it would be imprudent to

attempt to mount an event in 1984” (243). He also determined that “with a new

management team and realistic grant aid from the Arts Council and other regular

funders, the Festival had indeed a future” (243). Consequently, it was not certain

whether the 1985 Festival would take place. In a 1985 letter to Tom Murphy,

Garry Hynes argued against producing Baileganaire at the 1985 Festival,

referring to the problems occasioned by that uncertainty:

I’m not sure Baile needs the Festival. Why can’t we run it here
before Christmas and play in Dublin (at the Gate) in the New
Year? Take it in our own time. Let the production grow
organically so to speak, rather than forcing it through a short
Galway run in September (which is a terrible time to open a new
production in Galway) and then putting it in a possibly
unacceptable venue in the middle of the festival, that because of
the changeover of personnel, may be quite a different animal from
the one we are used to under Colgan’s regime. Basically, what
I’m saying, is that while Gigli was right for the Abbey to put on in
the Festival in 1983, I don’t think at all, that Baile is right for
Druid to put on in the Festival 1985. I have no doubt that with
your reputation, the play and hopefully, following [our production
of Playboy in] London, our list of contacts, the production will get
in either Galway or Dublin, the kind of international attention it
warrants. We would prefer to set up a context for Baile ourselves
and to keep it in our control rather than entering the unknown of a
new Festival.

The letter raises two important points. First, Hynes’s comment about a “possible

unacceptable venue” shows the importance of space in terms of the location of

performance. While Hynes is not explicit in her definition of an “unacceptable

venue”, she could mean the size of the space, the condition of the space, or
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perhaps the atmosphere of the space, all of which could affect the “thematic

space” of the production. As McAuley notes, thematic space:

must be seen as bringing together all the spatial signs and all the
spatial functions…[M]eaning emerges only when all these
functions are seen structurally as part of the whole. (Space in
Performance 33)

McAuley’s term refers to the text as well as the performance. Hynes’s vision of

the spatiality of the production—incorporating words, the enactment of the

words, the space they are enacted in—may be compromised by an “unacceptable

venue”. Further, Hynes argues that the DTF as an entity may not provide the

appropriate thematic space for the premiere of Bailegangaire because of its

recent personnel changes, which signal instability of a Festival that was unable to

fulfil its mission the previous year. The second point the letter raises involves

Druid’s ability to secure an international presence for the play without

participating in the Festival. Hynes’s comments indicate that Murphy sees the

Festival as a springboard for international recognition of the play while Hynes

feels the symbolic capital of Murphy’s reputation and the contacts Druid made in

London during their Playboy performances provide strong enough support to

garner such recognition.

Ultimately, Hynes prevailed, and Bailegangaire was not presented at the 1985

DTF. However, Conversations on a Homecoming was presented at the Gate

Theatre as part of that year’s Festival. It was reported that Conversations was the

first Festival show to sell out its entire allocation of tickets, which indicated it

was commercially the most successful show of the Festival (Druid Theatre

T2/80). The show’s popularity resulted in a request for an additional

performance; however, this idea was eventually rejected due to concern for the
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health of Maelíosa Stafford, whose character drinks seven pints during each

performance. If that additional performance had been allowed, he would have

drunk twenty-eight pints in a forty-eight hour period. So Dublin audiences

received five performances of the play at the Festival.

Many press reports acknowledged that the play was a revision of The White

House; but that was overshadowed by the play’s success in Galway, which

created anticipation for its Dublin debut. The excitement surrounding Druid’s

visit to the DTF caused the press to lament that Conversations would only be in

Dublin for five performances and called for a post-Festival run of the show.

Druid’s focus on rural touring and its new status as an “international” company

created an image of a company that almost ignored the country’s capital. Perhaps

by overlooking Dublin, either by choice or by accident, Druid created more

interest in its works than if it had played there frequently. It may also indicate the

company’s use of the press to create an image. After all, during the Galway

premiere, Druid specifically said they had no plans to tour the show, which may

have been an advanced marketing strategy on Druid’s part to increase interest in

the play. The decision to take Conversations to Dublin may have also appeased

tom Murphy who had wanted Bailegangaire to premiere at the 1985 DTF. In any

event, Druid maintained control of its image and created a demand for Dublin

performances. Now, instead of the company calling for press and attention from

Dublin, which it had sought in the early stages of its existence, Dublin was

clamouring for Druid.
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In general, Festival reviewers received the show favourably and called for future

performances in Dublin (Druid Theatre T2/80, T2/81). A London critic

mentioned Druid’s previous tour there and asked for an expansion of Druid’s

touring network in his Observer review stating, “I hope the show [Conversations]

comes here [to London]” (Druid Theatre T2/81). This demonstrates, in part, how

Druid grew from a local theatre perceived as a “provincial” theatre to a theatre

with a growing “national” reputation. The reviewer continued: “Druid…is

Ireland’s alternative national theatre, ten years old, and received by Dublin

audiences with trigger-sharp attention and total joy” (ibid.).

Critics and audiences received their wish when Druid returned to Dublin to

present Conversations on a Homecoming at the Olympia Theatre in December

1985. The performances were promoted by MCD, the company responsible for

promoting Druid’s production of The Wood of the Whispering during its 1983 run

at the Olympia. An important programme change was evident for the second

Dublin tour to the Olympia Theatre: the play’s subtitle, “The White House”, was

removed from the title page (Fig. 15).
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Fig. 15. Conversations on a Homecoming Olympia Theatre flyer (Druid Theatre T2/62)

For both audiences who were not aware of the play’s production history and

those were aware, the deletion of the play’s subtitle indicates that with the

Olympia performances, Conversations became either a “new” play with no ties or

references to The White House, perhaps, a known quantity that could stand alone.

Like the flyer announcing the Rosary Hall performances, the recto of the flyer

focused on the urgency in booking tickets: “For Six Nights Only”, while the

verso of the flyer advised readers to “Book now to avoid disappointment”. The

insistence that tickets should be booked quickly was reinforced by the words

“BOOK NOW!” in large black lettering on a white background, which made the

words stand out from the rest of the flyer. Vying for visual attention are the

phrases “BY PUBLIC DEMAND” and “OLYMPIA THEATRE”. The first

indicates that the play is being presented, not because Druid needs to or wants to,
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but because Druid audiences demand it, intimating that Druid fulfils its

responsibilities to the public. The second phrase champions the place of

performance as the space where you can satisfy your desire to see the show.

Highlighting the place of performance was important because, as the press

pointed out, Druid was simultaneously in three places for the first time in its

history. While the casts of Conversations and Bailegangaire were performing in

Dublin and Galway, respectively, Garry Hynes and Jerome Hynes were in

London attending the Olivier Awards after receiving two nominations for their

London presentation of The Playboy of the Western World. Garry Hynes had

been nominated for Best Director and the company for Best Newcomers for the

performances of the play at the Donmar Warehouse in early 1985. The Evening

Press pointed out the symbolic capital associated with the nominations: “[E]ven

to have been nominated for the Larry [Laurence Olivier] Awards…is a major

achievement….[W]hatever the outcome…one can be sure that in their

promotional material for years to come Druid will proudly mention their SWET

[Society of West End Theatres] nominations” (Druid Theatre T2/81). In the

same article, Jerome Hynes, Druid’s Administrator was quoted as saying that

“[w]e’re absolutely delighted especially as London is the theatre capital of

Europe, where the competition for these awards is so tough” (ibid.). The press

also mentioned the importance of prizes and nominations to the company since

they can be turned into a selling point for future productions.

Although the press release for the next performances of the play (an Unusual

Rural Tour that visited twelve towns and villages in nine counties) mentioned the
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Olivier Award nominations, Druid did not use them as a marketing strategy for

their Irish tour of Conversations in February and March 1986 (Figs. 16. & 17.).

Fig. 16. Flyer announcing 1986 Conversations Irish tour (Druid Theatre T2/62)

Fig. 17. Flyer announcing 1986 Conversations Irish tour (Druid Theatre T2/62)

This decision is an interesting, and perhaps pointed, one since neither Hynes nor

Druid won the award for which they had been nominated. Instead, on the interior

of the tri-fold marketing flyer, Druid promoted the awards they did receive: Garry
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Hynes and Ray McBride had been awarded the 1985 Harveys Irish Theatre

Awards for Director and Supporting Player of the Year, respectively. The

promotion of Irish awards over international awards highlights two points. First,

Druid emphasises the awards they won rather than the ones they were nominated

for; and second, Druid promotes Irish performances rather than international

performances for its Irish tour. This idea is supported by the inclusion of a map

of Ireland, which physically pinpoints the stops on the tour that were listed on the

back of the flyer. The picture of John F. Kennedy was still presented on the front

of the flyer, but production photos were added to the inside and back of the flyer,

an addition which reinforced the audience’s awareness of the play’s Irishness.

The production shots featured actors who were familiar Druid company

members: Ray McBride, Seán McGinley, and Maelíosa Stafford. Although a

Druid newcomer, Pat Leavy—who played Missus whose likeness appeared on

the flyer—was known to many Irish people for her work as a television actress.

Most predominantly, a picture of Maelíosa Stafford showed him in character

sipping one of the seven pints the actor drank during each production. The only

female character depicted in the brochure was Missus whose stance behind the

bar indicates her interest in (and perhaps her subservience to) Junior. She leans

on the bar with her chin in her hand watching Junior as he begins to take a sip of

Guinness. In the world of the play, we know that Michael’s return was not

successful and that his time in America has marked him as other and allows his

old friends a reason not to welcome him home. Michael’s ostracism by his

friends is reflected in the photos chosen to represent the play, none of which

include Michael. In addition, the omission of the parenthetical reference to The
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White House continued. The flyer also featured selections from positive reviews

of the show

In the middle of this Unusual Rural Tour of Conversations, Druid also presented

Murphy’s Bailegangaire at the Donmar Warehouse in London. Bailegangaire

starred Siobhán McKenna and had received great notices when it opened at

Druid’s Galway theatre in December 1985. Druid’s international status caused

some rural reviewers to ask in their critique of Conversations that Bailegangaire

also be presented on an Unusual Rural Tour. For example, Druid played five

performances at Sligo’s Hawk’s Well Theatre. A review in the Sligo Champion

asked: “Is it possible that we may be fortunate enough to get, even for a few

nights, the highly acclaimed Bailegangaire, which the Druid is currently

presenting in London?” (Druid Theatre T2/144). This comment reveals the hope

that Druid, with its new status as an international touring company, would

continue its policy of rural touring.

Another subject in reports and reviews of the Conversations tour was the

contextualisation of the play by comparing it to other plays. According to

Colbert in the Sligo Champion, “the analogy with [Eugene] O’Neill’s The Iceman

Cometh suggests itself” (Druid Theatre T2/144). Presumably, the critic means

that Conversations is set in a pub where the entrance of one character upsets the

others just as it does in O’Neill’s 1940 play. In Iceman, the balance of things is

thrown off by the arrival of Hickey, while in Conversations, it is Michael who

disturbs the status quo. The Mayo News found that the play “provided an

interesting comparison with the last play Druid brought to Castlebar, Synge’s
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Playboy. Both are set in a pub in the west, where life is disrupted by a new

arrival” (Druid Theatre T2/144). While these comments highlight the spatial

qualities of the plays, they also draw attention to the touring process itself in

which the production—an outsider—arrives and disturbs the status quo.

The next stop for the production was the Pepsico SummerFare in upstate New

York in summer 1986. The Irish Times reported that Druid’s invitation to the

SummerFare Festival in America was a direct result of the company’s

performances of The Playboy of the Western World and Bailegangaire at

London’s Donmar Warehouse (Druid Theatre T2/146). The SummerFare

Festival’s role was to “pay all the expenses and handle promotion and bookings”

(Druid Theatre T2/146). Generally, many of the pre-tour Irish press reports

referred to the location of the performances as Purchase, New York and

distinguished between Purchase, located nearly thirty miles north of New York

City, and New York City itself. However, the retransmission of reviews and

many post-performance press reports in Irish papers focused on Druid’s

performances in “New York”. With Broadway located in the New York City

borough of Manhattan and generally recognised as the centre of American

theatre, the reporting led readers to believe that Druid performed in New York

City rather than on the campus of a leading theatre training university. In turn,

this perception furthered the company’s status as an international touring

company. Ironically, while Druid promoted its international reputation in

Ireland, the United States Department of Labour rejected Druid’s initial visa

application for the company’s participation in the SummerFare festival because it

did not strongly demonstrate the company’s standing as an international touring



Part Two—Enacted Space: Druid and Touring
Druid’s Conversations on a Homecoming

190

company.70 Druid submitted a revised application with additional materials

supporting its reputation as an international company, which was ultimately

accepted (Druid Theatre T2/146).

Druid’s 1986 tour to the SummerFare Festival received a warm critical response.

Most of the criticism retransmitted to Ireland focused on the company’s praise in

reviews rather than any negative comments, with the exception of John Simon’s

particularly scathing review in New York magazine. Irish Independent columnist

McWeeney reprinted some of Simon’s comments—“Garry Hynes’s staging is

amateurish as is Frank Conway’s set”; “the play’s hundred intermissionless and

remissionless minutes”—but deemed them most unusual (“New Yorker” 12).

The outcome of the tour proved more beneficial for Druid than for Murphy. As

Mart noted in Variety, Conversations on a Homecoming was “more impressive as

the U.S. introduction to the company than the U.S. premiere of Murphy’s 1985

play” (“Shows Out of Town” 86). The Variety writer praised the acting, directing

and set design but criticised the script stating that “[t]he play takes too long to get

going and when it does the destination is too much a foregone conclusion” (86).

The critic’s comments support the perception that Murphy’s work is not well-

received abroad. However, for this study, the crucial point is that Conversations

is “more impressive as the U.S. introduction to the company”, which suggests

that the success of the partnership lies in Druid’s ability to present its productions

of Murphy’s plays rather than Murphy’s plays themselves.

70 The Department of Labour also rejected the applications of other companies from Mexico, Germany, and
Poland.
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The programme cover for 1986 Pepsico Summerfare Festival productions of

Conversations on a Homecoming and The Playboy of the Western World was red

with white lettering and concentrated the reader’s attention on the Festival rather

than the individual artistic elements included in the Festival (Fig. 18.).71

Fig. 18. SummerFare Festival programme (Druid Theatre T2/84)

“Summerfare” was given the largest font size followed by the dates of the

Festival and the year of the Festival. The logo of the Festival’s main sponsor,

Pepsico, received a small but predominant placement on the upper left-hand

corner of the cover. Overall, the design left no question that the programme was

promoting the Pepsico SummerFare Festival and not Druid Theatre or its

productions.

Five months later, in December 1986, Druid presented the play at its Galway

theatre shortly before the company travelled to Australia to present it as part of

the 1987 Sydney Festival. The programme design was again changed (Fig. 19.).

71 No other promotional flyers are extant in Druid’s archive.
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Fig. 19. Conversations programme for Galway performances (Druid Theatre T2/62)

The cover image of Kennedy was replaced by a collage of production photos,

which followed through with the marketing campaign of the previous Irish

performances: this is an Irish company, made up of Irish actors, performing for a

(mostly) Irish audience. Continuing with the theme of Michael’s isolation, none

of the pictures depict the character although Peggy is now included in the group.

The depictions of Missus and Peggy continue to present them in docile positions

with their chins in their hands. At the time of this revival, Druid’s success in and

out of Galway provoked tension between its status as a local company and its

continued growth toward internationalism. The success of the company in

Galway, in Ireland, and outside Ireland implied that Druid could not continue as a

small, local venture. Writing in the Galway City Tribune, Kevin O’Sullivan

nostalgically noted: “It has become a hard fact of life for audiences that Druid has

to be shared with the world” (“‘Sharp and savage’—Druid all set” 13). This

comment can be related to the theme of migration in the play in which Michael’s

friends perceive him as different because of his departure from and return to
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Ireland. Similarly, Druid’s local audiences, which had been so supportive of the

company’s first trip outside Ireland to the 1980 Edinburgh Fringe Festival, worry

that Druid may forget its importance to the Galway community. Meanwhile,

Druid stressed that all its new shows opened in Galway prior to undertaking any

performances elsewhere. Perhaps the tension created by Druid’s increased

touring was one reason for this revival in Galway and another after the company

returned from Australia.

Announcing Druid’s tour to Australia in the Irish Press, Michael Sheridan wrote:

“As a direct result of the performance in the Pepsico SummerFare in New York,

Druid received an invitation to the most prestigious international festival in the

world, the Sydney Festival in Australia” (Druid Theatre T2/148). Regardless of

its accuracy, the wording of this announcement foregrounds two issues at play in

Druid’s evolution from a theatre located in the west of Ireland to a theatre

committed to performing abroad. The first issue is the importance of the arts

festival circuit to Druid’s development as an international touring company. Arts

festival directors travel the world in search of programming ideas for their own

festivals. When they see a production that is interesting and can be sold to their

audiences, they are likely to want to book it for performances at their home

festival. This process is evident in Druid’s presentation Australia, which Druid

could then use as a selling point for its performances in Ireland. The

dissemination of the perception of the Sydney Festival as the “most prestigious”

of all festivals at which a company could perform leads to the second issue

brought up by Sheridan’s announcement: Druid’s use of the press to its

advantage and the nebulous line between fact and fiction in terms of the

company’s public relations. In newspaper reports, it is difficult to distinguish
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information gleaned by reporters themselves from information Druid presented to

reporters through press releases. Despite the origin of the information, however,

Sheridan’s report was published for public consumption when, in fact, Druid’s

performances in Australia were due to the performances at London’s Donmar

Warehouse as Jerome Hynes, Druid’s Administrator, reported to Tom Murphy in

a letter dated April 3, 1986:

Phonecall [sic] was received on April 2nd 1986 from Brian Barron,
General Manager of the Festival of Sydney. In this phonecall, he
proposed to present the Druid Theatre Company’s production of
‘BAILEGAGAIRE’ by Tom Murphy at

Festival of Sydney (2-3 weeks)
Festival of Perth (2 weeks)
Melbourne (2 weeks)
IN January/February 1987

The theatre in Sydney is the Belvoir Theatre (250 seats)

The company had been recommended to Sydney by Nica Burns of the
Donmar Warehouse. They made various enquiries about us and sent
their London representative to see the show at the Donmar. We have
since spoken to a number of people about these festivals and venues
and all have given their positive recommendation.

This correspondence shows the inaccuracy of the newspaper reporting, but, again,

the source of the inaccuracy is not known. Either the reporter gathered the wrong

information, or Druid gave the wrong information. Jerome Hynes’s letter also

indicates the importance of an international touring network connecting festival

to festival and international performing spaces to festivals.

Druid’s visit to Australia also provides an example of how the company’s

participation in the festival network may have shaped Druid’s programming in

Ireland. Wollongong’s Theatre South, an Australian regional company,

performed at the 1987 Sydney Festival with its production of Dario Fo’s 1981
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play Trumpets and Raspberries. The Daily Telegraph reported that the

Australian cast attended a performance of Conversations and that it was hoped

that Druid cast members would be able to attend a performance of the Fo play

(Druid Theatre T2/148). Druid had previously engaged with Fo’s work in 1982

when Andy Hinds directed a production of Accidental Death of an Anarchist. In

that year, the play received a short Irish tour, playing Galway, Monaghan, Tralee,

and Limerick in April and May before being revived in December. The

knowledge of Druid’s prior experience with Fo’s work and the likelihood that

company members saw Theatre South’s production in Sydney may suggest

reasons why Druid produced Trumpets and Raspberries in the summer of 1988.

Such programming choices reflect the interaction between Ireland and the

international.

In general, critics at the Sydney Festival decreed Conversations on a

Homecoming a success, complimenting the direction, the ensemble acting, and

the writing. The Times on Sunday headline declared, “A story of failure succeeds

so well,” and the critic wrote the review in the style of a letter: “Dear Druids.

After the pleasure you gave me the other night, a review seems too impersonal a

response” (Druid Theatre T2/148). In addition, the Canberra Times and the

Daily Telegraph respectively declared that the production was the “peak” and

“sleeper hit” of the Sydney Festival (Druid Theatre T2/148). However, a

statement in the Sun Herald’s review epitomises the double-sided reception of the

show, “It is a very Irish work, full of the Irish gift for language and humour. Yet

it is of universal appeal...” (Druid Theatre T2/148). This comment directly

contrasts the assumption of some Irish critics upon the premiere of the play. As
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mentioned above, Michael Sheridan and Dick Byrne thought Irish audiences had

a special connection to the play. If so, such a relationship could preclude

international audiences from a similar experience with the play; but the Sun

Herald critic’s remarks indicate that foreign audiences comprehend and

appreciate Murphy’s play. Other comments in the Australian press reveal

audiences’ engagement with the play through a stereotypical perception of

Ireland that reduces the Irish to drunken, poverty-stricken people blessed with the

“gift of gab”. For instance, a review in The Australian proclaimed: “If there’s

one thing the Irish do well, it’s telling stories, and suitably fortified with equal

doses of blarney and Guinness, the tales start to fly, as does the fur....In

Conversations, we see a different type of Irishman, money in his pocket but with

poverty of emotion” (Druid Theatre T2/148). The Daily Telegraph commented

on Maelíosa Stafford’s alcohol consumption during the course of the show,

saying, “Stafford drinks seven points of the de real ting—Guinness. Sound Irish?

It should” (Druid Theatre T2/148).72 In addition to discussing how much

Stafford drinks on stage, the reviewer writes in an Irish accent as well. It is

worth recalling that Druid had played up such representations in its press release

for the play’s revival at Rosary Hall in July 1985, which focused on the number

of pints Maelíosa Stafford’s character drank throughout the show. However,

Druid’s motivation seems to have been to create an event out of Stafford’s feat

whereas the Australian commentary comes across as negative stereotyping.

However, Druid itself perpetuated a dominant perception of the Irish and Ireland

by reproducing stereotypical Irish iconography on the flyer used to market the

Australian performances (Fig. 20.).

72 As noted previously, Druid itself used this tactic to promote the July 1985Rosary Hall performances.
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.........
Fig. 20. Flyer for 1987 Australian performances (Druid Theatre T2/62)

It was printed on green paper, a colour often associated with Ireland. Two

shamrocks were placed within the title of the play. While four selections from

various reviews were printed to entice potential audience members, one review

was given precedence: Michael Iachetta’s from The Scarsdale Inquirer. Words

and phrases in Iachetta’s review complemented the clichéd colour and

shamrocks: “Conversations is full of the Irish gift of gab and curse of drink and is

written with a touch of the blarney and a touch of the poet, tinged with bitterness,

cynicism and disillusionment bordering on despair” (Druid Theatre T2/62).

Iachetta’s words also drew attention to the photograph of Pat Leavy and Maelíosa

Stafford as the characters Missus and Junior, which was prominently displayed

on the recto of the flyer. While Junior sips his pint of Guinness, Missus leans on

the bar, enthralled with his conversation and perhaps suggesting that you, too,

will be enthralled with the onstage conversations. An image reminiscent of the

American flag is superimposed on the photo indicating the importance of

America to the play’s narrative. Although the character Michael does not appear
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on the publicity material, the image of the flag alludes to his time in America,

and, perhaps more importantly, stands in for the figure of John F. Kennedy,

which had been so prominent in Druid’s early production programmes. While

the title of the play appears on the cover of the production programme, the

Sydney Festival promoted itself rather than Druid by using the Festival logo as

the main image much like the SummerFare Festival had done (Fig. 21).

Fig. 21. Programme for 1987 Australian performances (Murphy Papers TCD MS11115/7/2/5/22)

The abstract quality of the logo allows the reader to interpret the image as he or

she wishes by presenting different fonts and placements of letters in what appears

to be a random fashion. In fact, however, the letters are less random than first

perceived and spell the word “festival”.

Perhaps the most interesting outcome of the reception of the Australian press is

the reaction to the representation of Ireland and Irish people retransmitted in the

Irish press. Did the Australian reviews elicit loathsome responses and calls for

retractions? No. The Irish press ignored the negative portrayals and, instead,

reported that Conversations was the hit of the festival. This reaction can be read

in two ways. First, the Irish press focused only on positive reception of the play

and the company in order to portray Irish theatre abroad advantageously.
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Second, the Irish press may have conveyed what Druid itself reported to the

media outlets. If so, this is an example of the company shaping its national

public image in order to maintain public support of its activities abroad. The

second suggestion seems most likely when evidence indicates that the Sydney

Festival may not have been as well respected internationally as was reported in

the Irish press.73

Druid returned to Ireland and, in February 1987, presented Conversations on a

Homecoming in Cork City’s Cork Prison and two Dublin prisons: Mountjoy

Prison and Arbour Hill.74 This tour provides a good example of the interplay

between the textual space of Murphy’s text and the enacted space of Druid’s

productions by highlighting the simultaneity of the inside/outside dichotomy. In

my analysis of the play, I mentioned some consequences of return migration,

such as ostracism and interrupted relationships. Such issues show us how the

play’s themes may also be associated with the status of being a prisoner.

Criminal justice researcher Paul O’Mahoney has noted a number of “effects of

imprisonment” among incarcerated and released prisoners. Among the

consequences of incarceration, O’Mahoney has discussed “stigmatism and

labelling”, which can be likened to the perception of Michael and JJ as outsiders

(“Moral Legitimacy” n.p.). O’Mahoney’s notion that imprisonment causes a

“disruption of relationships” parallels Tom and Michael’s crumbling friendship,

73 In 1998, eleven years after Druid’s visit to Australia, Bob Carr, the New South Wales Premier, was called
to support funding for the Festival in the Legislative Assembly. He responded by noting that the festival’s
new director, Leo Schofield, had garnered twice as much financial support for the 1998 festival. He ended
his defence of governmental support saying, “I know that all honourable members will join me in wishing
[the Sydney Festival] great success as it emerges over the next few years as one of the world’s great art
festivals” (Carr “Sydney Festival” n.p.; emphasis added). The Sydney Festival, founded in 1977, had been
in operation only a decade when Druid first participated.

74 It is not possible to provide an image analysis for the prison tour. Because it was not marketed, no flyer
exists. If programmes were disseminated to prisoners, no copies are extant in Druid’s archives.
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and Michael’s suicide attempt can be considered a result of what O’Mahoney

terms “negative socialisation in a brutalising culture of toughness”.75 In 1987,

when Druid mounted the tour, the majority of offenders were serving sentences

of one year or less, and a little over half had been in prison previously (Ireland

Annual Report 1987 88-95; 74).76 Therefore, it stands to reason that many

audience members were familiar with the disparity between a life of freedom

outside prison and a life of confinement inside prison, a difference that was

acknowledged by the critics. In the Irish Times review, Mary Leland asked,

“Surely it was too wordy, surely there was too much emphasis on drink, surely it

was too much to ask 200 forcibly celibate and sober and pent-up men to sit

through the evidence of a barrel of porter in the wings?” (“Druid Goes” 14).

With this comment, the critic identifies the difference between the prisoners and

the actors. The prisoners are not at liberty to step into a pub for a pint. Later in

the review, she acknowledged the universality of the play saying that “what was

real in the play was real to everyone watching it” (14). The Cork Examiner

reviewer observed that “teasingly, in a sense, the play was set in a pub and the

characters drank from the start of the play to the end, encouraging occasional

calls from the audience for a few pints to be sent their way” (Druid Theatre

T2/88). Such interruptions serve as good examples of Edward Soja’s Thirdspace;

by shattering the illusion of the fourth-wall, the audience’s comments break the

actor/audience binary and create a “both and also” moment (Thirdspace 5).

These comments can be viewed as “both” disrespect for the performers, “and

75 O’Mahoney mentioned two other effects as well, a “lack of personal responsibility and displacement” and
a “mechanism of life that leads to desperation” (“Moral Legitimacy” n.p.). In Murphy’s The Blue
Macushla, Danny Mountjoy also experiences a “disruption of relationships” when he returns from prison
to find that the place and people he left have changed. In particular, his friendship with Eddie O’Hara has
suffered.

76 Of the 4,292 people convicted and sentenced to prison in 1987, 2,182 (50.8%) had been committed to
prison previously (Ireland Annual Report 1987 74). Indictable crimes require the defendant to sit before a
jury; non-indictable crimes are tried before a judge only.
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also” as a request, or even perhaps a demand, to be recognised as people who no

longer enjoy the independence retained by the fictional characters onstage.

A compilation of prisoner quotations about the tour reveals that some prisoners

related to Conversations as entertainment and a diversion from their mundane

lives of incarceration. Among the comments received were that the performance

was “about the best thing that happened here in the last two years”, “very

professional and brilliant”, and “I’d like them to come in again. I liked the way

they came down and spoke to us afterwards” (Conversations T2/88).77 The last

sentence suggests a feeling of isolation that is repeated in other prisoners’

reactions to Druid’s visit: “It’s nice to know that not everybody has forgotten

about us in here, thanks a million to the cast of the Druid Theatre Group”. One

Arbour Hill prisoner wrote a long letter that expressed gratitude for the

opportunity to see the play:

I would like to say a big thank you to one and all connected with
bringing this play to the prisons, namely Cork, Mountjoy and
Arbour Hill. We, the inmates or prisoners if you prefer,
appreciated what must have been a very hard and apprehensive
decision for you to make.

This raises an important subject: how did Druid decide to tour to the prisons? In a

public interview in March 2010, I asked Garry Hynes about the motivation for the

Irish prison tour. She responded that it came from the company’s continued

interest in touring to unusual places (Hynes “An Audience”).78 A successful

production of two one-acts, Murphy’s On the Outside and Lady Gregory’s

Spreading the News (1904), was presented in April 1986 in Mountjoy and may

77 All further quotations from prisoners are from this compilation and will not be referenced again.
78 Hynes’ response may come across as exploitive of the prisoners; however, two other artistic prison

projects were developed in the 1980s. The Literature section of Arts Council began supporting the
‘Writers’ Workshop for Prisoners’ in 1981 and the Visual Arts section underwrote a project entitled
‘Artists in Prisons’ in 1988. Unfortunately, time constraints do not allow for an interview with either
Hynes or Murphy to flesh out the motivation for the tour.
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have provided further incentive for Druid’s performances. Because prisoners are

a captive audience, literally, the Sunday Tribune referred to the prison tour as

Druid’s “strangest tour of all” and reported that they were a “development of

Druid’s stated touring policy…whereby the company bring[s] productions to

venues where professional theatre rarely goes” (Conversations T2/88). The

article also quoted Druid Administrator Jerome Hynes who said, “We visited the

prisons just before Christmas and were delighted at the response of both prisoners

and staff to the idea” (ibid.).

While the importance Druid attached to its unusual tours explains, in part, the

company’s undertaking a prison tour, it does not explain the prison system’s

position in accepting the theatre’s offer. To understand why the prisons agreed to

Druid’s visit, it is necessary to assess the relationship of the Irish penal system to

the arts in the mid-1980s in order to illustrate how Druid’s visit to Irish prisons

integrated with existing artistic offerings at the time of the tour.

From the late 1970s, the Irish penal system was under scrutiny by entities such as

the 1980 MacBride Commission and the more comprehensive 1985 Committee

of Inquiry in the Penal System chaired by T.K. Whitaker. Either despite or

because of these investigations, an apparent development of the prison system’s

artistic education programmes occurred during the 1980s. The main purpose of

prison education initiatives, which had been instituted in the early 1970s, was to

provide offenders with the basic fundamentals of literacy, as many did not have

the ability to read and write. This, in part, explains prisoners’ attraction to art

classes, which presumably did not require literacy. For instance, the 1980 prison
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report states that “art proved to be, by far, the most popular activity and prisoners

engaged in art were given great encouragement by the first exhibition of art held

by prisoners in November” (Ireland Annual Report 1980 21). A later report

acknowledged the “powerful positive effect on the self-image and self-awareness

of the student. Such activities have, therefore, been increasing” (Ireland Annual

Report 1982 21). That report also mentions the inaugural 1982 “Writing in

Prisons in Ireland” competition held for Listowel Writers’ Week and theatrical

and concert performances by offenders. The 1983 Dublin Theatre Festival

presented Fancy Footwork, the debut of playwright Miriam Gallagher, which was

performed at the Focus Theatre by offenders from Mountjoy Prison. Gallagher’s

website proclaims that it was “a unique occasion, being the only time in the

history of the State that prisoners were released to perform in a professional

theatre” (Gallagher n.p.).79 With this knowledge, it appears that by the mid-

1980s, Irish prisons were sites of creativity that had experienced a shift from

passive learning to active artistic creation. Consequently, a performance by

Druid does not necessarily seem a peculiar offering.

The prison performances of Tom Murphy’s Conversations on a Homecoming are

significant in three ways. First, regardless of whether the inmates were conscious

of it as such, the play provided them with an opportunity to identify with issues

such as ostracism, broken relationships, and desperation, which they probably

experienced as a result of their incarceration. Second, the combination of the

Irish penal system’s attitude towards the arts and Druid’s attempt to revitalise

plays by placing them in surprising contexts encouraged the prison performances.

79 Regrettably, after the last performance, one prisoner escaped from the theatre. He was later apprehended
(“Burglar”).
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Third, the prison performances serve as a good example of Soja’s Thirdspace

because they breach the inside/outside binary. In his words, the performances are

inside “and also” outside simultaneously. The outside, in the form of Druid’s

production, enters the inside, in the form of the prison and its culture. Although

the prisoners are physically inside, they are figurative outsiders in relation to

society at large. They can see themselves represented metaphorically by the

outcast Michael, whose journey through space as a migrant precipitated his

expulsion from his group of friends.

After Druid’s prison tour, the company returned to Galway in February 1987 with

what would be their final Galway presentation of Conversations on a

Homecoming. Press coverage of the remount was sparse. Most reports around

this time spotlight Druid’s new production of Samuel Beckett’s Waiting for

Godot, which opened in March 1987. In his review of Godot, Tim Harding of the

Sunday Press pointed out that Garry Hynes was “directing her first new

production for Druid in fifteen months” (Druid Theatre T2/149). While

Harding’s report was inaccurate since Hynes had directed Joe Orton’s Loot in

June 1986 shortly before Druid toured to America, it suggests Druid’s touring

schedule overshadowed any new productions. In turn, that perception implies

that the company’s touring schedule, both nationally and internationally,

prevented Druid from creating new productions.

After Druid’s successful reception at the Donmar Warehouse with The Playboy of

the Western World in February and March 1985 and Bailegangaire in February

and March 1986, the Donmar presented Conversations in October and November

1987. A predominant topic in the pre-production press was RyanAir’s



Part Two—Enacted Space: Druid and Touring
Druid’s Conversations on a Homecoming

205

sponsorship of the tour, which was reported in the Irish Press to be more than

one thousand pounds (Druid Theatre T2/152). At the same time as Druid

announced its RyanAir sponsorship, the company confirmed that Playboy would

be presented in Australia as part of Sydney’s Bicentennial Celebrations, which

was due to Druid’s previous appearance in Australia.

In his Evening Press report from London, Michael Sheridan retransmitted some

negative criticism the show received in The Guardian, but he also attempted to

undermine the critic’s authority by writing that the reviewer was “slightly less

delighted with a play that has already received rave notices in Ireland, New York,

and Sydney” (Druid Theatre T2/152). He also mentioned that the “audience in

the Donmar received the production warmly” (ibid.). With his defence of the

production, Sheridan strives to tell Irish audiences that the critic’s negative

comments are meaningless when placed in the context of the positive reception of

the play in locations as far away as Australia and America.

Another change of image was instituted with the London production, which

reinforced the stereotypical image of the Irish as drinkers (Fig. 22).
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Fig.22. Donmar Warehouse programme, front cover (Druid Theatre T2/62)

A production photo depicting two of the characters, Junior and Tom, drinking

replaced the production photo of Missus and Junior that had been used for the

Australian flyer. The new photo captured the characters laughing, which played

up the humour of the piece rather than its drama. The cover photo reappeared on

the double-page spread in the middle of the programme, which listed the artistic

and production staff as well as the production’s sponsors (Fig. 23.).
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Fig. 23. Donmar Warehouse programme, pages 8 & 9 (Druid Theatre T2/62)

Using RyanAir’s own font in the largest size indicated the extent of the airline’s

support. Other sponsors whose assistance was highlighted were Guinness, P.J.

Carroll and Company, and T. McDonogh & Company. All text was printed in

black with a yellow background except for the cast list and Druid’s main artistic

team of director, set design and lighting design. This list stood out from the rest

of the information by being printed in black on a white background and separated

by a semi-thick black border.

The image of Kennedy, which had been replaced by the production photo,

appeared inside the programme next to a programme note by Fintan O’Toole who

noted the importance of the year in which Murphy began writing (Fig. 24.).
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Fig. 24. Donmar Warehouse programme, page 7 (Druid Theatre T2/62)

As mentioned previously, the enactment of T.K. Whitaker’s economic

programme in 1959 called for international investment in Ireland. In a way,

Druid exemplifies the implication of Whitaker’s idea. Druid’s acceptance of

invitations to tour to various festivals can be seen as foreign investment in the

company since festivals such as America’s SummerFare and Australia’s Sydney

Festival paid Druid to present their productions in each location. The symbolic

capital Druid gleaned from these travels allowed the company access to

additional funds from corporations such as RyanAir whose sponsorship is

particularly noteworthy. Like Western Rent-a-Van and Sealink before it,

RyanAir’s business is mobility, moving people and things from place to place;

and its support of Druid increased awareness of both Druid’s and RyanAir’s

mobility.

Shortly after the London performances of Conversations on a Homecoming,

Druid presented the play in two Northern Irish locations: Belfast (as part of the
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Belfast Festival) and Derry.80 An observation garnered from a review of the

Northern Irish press engagement with Druid’s presentation of Conversations in

Northern Ireland suggests that the production was perceived as a foreign play.

Charles Fitzgerald found that Conversations was “as much about the ills and

disillusionment of the south of Ireland as it is about the seven people who are in

it” (Druid Theatre T2/152). L.F. in the Irish News stated that “the picture painted

of a small West of Ireland town struggling through 1970s Ireland was utterly

convincing” while Lena Ferguson in Sunday News found it necessary to pinpoint

Maelíosa Stafford’s name ethnically: “Maeliosa, it’s an Irish name” (Druid

Theatre T2/152). These comments, which appeared in the Northern Irish media,

make clear the distance between Northern Ireland and the Republic of Ireland and

also show how, especially at that time, the media was dominated by unionists.

When Conversations closed in Derry on 21 November 1987, Druid’s association

with Murphy’s plays ended as well; but apparently, Druid pondered continuing

the company’s relationship with the play after those performances. In a 1987

letter from Jerome Hynes to Murphy’s literary agent, Kenneth Ewing, Hynes

outlines the reasons why Druid cannot re-option Conversations on a

Homecoming:

We’ve given careful consideration to the Conversations project, and
for a variety of reasons, feel unable to proceed with purchasing the
option on it. Many of the reasons are practical, some are financial, but
the most important one is that in doing so, we would be undertaking to
actively seek out markets for the play during the option period.
Having already played three continents, these are not readily
apparent!....I do hope we will have a reason to (and that you and Tom
will want us to) present Conversations again. In the meantime,
however, we feel it would be wrong to tie it up without active hope of
it being presented. (Murphy Papers TCD MS11115/9/1/3/10/14(2))

80 Unfortunately, no marketing images or programmes for these performances are extant in Druid’s archives,
which precludes any image analysis for the Northern Irish performances.
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Druid never presented Conversations on a Homecoming again although during

her tenure as Artistic Director of the Abbey Theatre Garry Hynes directed the

play with many of the same cast members in February 1992.81

Conversations on a Homecoming is an important production in Druid’s history

because it provides a good example of the development of the company’s touring

network during its relationship with Murphy. The play was Druid’s first

production, along with their interpretation of The Playboy of the Western World,

to tour outside Ireland and the United Kingdom when the plays were performed

in America at the Pepsico SummerFare Festival. Conversations further advanced

Druid’s international touring reputation when it appeared in Australia at the

Sydney Festival in January 1987.

That Druid toured with Conversations rather than another of Murphy’s plays is

also significant. I would suggest that On the Outside was too short a play to

consider for touring; and also, it was produced for lunchtime performances only.

Although Druid toured Famine in the west of Ireland, its cast size and set

requirements probably made the show too big and too expensive to consider

touring it on an on-going basis nationally and internationally.82 Bailegangaire,

with a cast of only three and a much smaller, would have been a good choice for

touring; but Siobhán McKenna’s untimely death in November 1986 precluded the

81 While Artistic Director of the Abbey Theatre from January 1991 to December 1993, Hynes also directed
two other Murphy plays: A Crucial Week in the Life of a Grocer’s Assistant and Famine, which were
presented in November 1992 and October 1993, respectively. In the same time period, Alan Gilsenan
directed the premiere of Murphy’s The Patriot Game in May 1991 as well as productions of On the Inside
and On the Outside in December 1992.

82 Although Druid received £105,000 from the Arts Council in 1984 (the third highest amount of any
company in the country), the company received only an additional £9,000 of a total allocation of £309,150
from the Arts Council in support of the west of Ireland tour (Arts Council Annual Report 1984 22, 23).
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play from being presented at the Sydney Festival as was originally intended.83

Since Druid already had an option on Conversations and had already presented it

in America, the play might have been a simple replacement for Bailegangaire.

The alterations of the images from one location of one performance to another

tell us something interesting about Druid’s marketing techniques: the company

depicts the play differently as it tours from place to place. Generally, the first

Irish performances were represented by the likeness of John F. Kennedy, which

can be related to the character JJ in the play since he assumed Kennedy’s

mannerisms and clothing choices. The image can also be related to Murphy’s

interest in getting an international audience for his work. In the early 1970s,

Murphy had sent the play to Arvin Brown, director of the American premiere of

A Whistle in the Dark, in hopes of finding an American producer for the play.

Like JJ, Murphy indicates his attraction to America as an idealistic place for his

work. Druid’s attraction to touring indicates the company’s interest in presenting

its work for audiences outside Galway. But different audiences require different

marketing strategies, which Druid provided when they presented the play in

Australia where the marketing image focused on the Irishness of the play. Such

choices as the colour green and shamrocks were probably Druid’s attempts at

making the play attractive to potential audience members who were unfamiliar

with Druid’s work, but could identify those familiar symbols, which allowed

prospective spectators to distinguish Druid from other companies in the Festival.

83 A 1987 Sydney Festival programme from Druid’s presentation of Conversations on a Homecoming
includes the following dedication: “This season of Conversations on a Homecoming is dedicated to the
memory of the great Irish actress, Siobhán McKenna who died in Dublin on 16th November, 1986. When
the Festival of Sydney invited the Druid Theatre Company to make its premiere appearance in Australia, it
was to be in a play by Tom Murphy called Bailegangaire featuring Siobhán in the role of ‘Mommo’ for
which she had received immense critical acclaim in Galway, Dublin and London. Sadly, this was not to
be” (Murphy Papers TCD MS11115/7/2).
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But back at home in Ireland, such stereotypical iconography would not be as

alluring so the company used images of the actors in the play to sell the show.

Some of those actors would have been known (because of the RTE documentary

Back to the Cradle and because some of them had appeared on television

programmes) so using their likenesses to sell the show meant that spectators were

able to see people “in the flesh” whom they admired from a distance. These

examples show the complexity of touring, which requires that a company

maintain its local presence while continuing to explore opportunities to perform

elsewhere.

Touring the play from place to place also contextualised and, therefore, changed

the play’s meaning based on the location of performance. At the premiere, some

spectators saw the characters in the play in terms of their real-life counterparts in

Tuam, which plays with the Soja’s idea of “real-and-imagined” spaces since

those audience members perceived the play as a thinly veiled fictional account of

their neighbours’ lives in Tuam. In the prison performances, the “real-and-

imagined” spaces take on a completely different meaning as the spectators

identify, not with the locale of the play, but with Michael’s difficult return and

accompanying ostracism. Since many of the prisoners had been in prison

previously, were released, and had been remanded again, their real life

experiences may have been similar to Michael’s in the play. When the play was

performed in international contexts, audiences saw the play as a “real-and-

imagined” space associated with Ireland itself, which Druid propagated by using

stereotypical Irish symbols to represent the show. Such alterations to aspects

such as the images, fonts, and colours used to represent the show to different
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audiences suggest Druid’s attempts to confront the geopathology, or problem of

place, in each location of performance.

Although Druid’s production of Conversations on a Homecoming was the play

that was most helpful to the development of the company’s international touring,

their production of Murphy’s Bailegangaire is probably the most remembered

production of the partnership due to the involvement of Siobhán McKenna whose

celebrity brought with it acclaim for and interest in the production. I turn now to

examine the production to give another example of how the play was represented

to different audiences. Further, the production is a good example of the interplay

between the theatre space, the fictional offstage space, and the textual space in

the play.
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Druid’s Bailegangaire

Druid’s formal relationship with Murphy culminated with the world premiere of

his seminal play Bailegangaire in December 1985. After its Galway production,

Druid toured the play to London, then returned with performances in Dublin. A

production analysis of these presentations offers insight into how the problem of

place is visually represented and perceived as the play tours. Aspects of Druid’s

production of Bailegangaire illustrate how the company highlighted Mary’s

migration. Druid emphasised Mary’s migration and her resultant insecurity

through the perceptional illusion it used on some production programmes and

public promotional pieces. The image used on the programme covers for each

place of performance suggest that the play’s theme of migration was only

stressed for the Galway and London performances. The image from the

programme for the Galway opening in December 1985 is particularly striking: a

black illustration on a green background (Fig. 25).

Fig. 25. Programme for Galway world premiere (Murphy Papers TCD MS11115/7/2/4/4)
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In this example, it is difficult to discern if the colour was used as a signifier of

Ireland. No other signifiers, like shamrocks and drinks, which were included on

flyers and programmes for Conversations on a Homecoming, are visible. This

allows the Bailegangaire image to “speak for itself”. The prospective audience

member sees that the woman is dressed in what can be interpreted as travelling

clothes and that she carries some sort of satchel. Is she arriving or leaving?

When looking at her feet, it seems she is simultaneously walking toward and

away from the reader—another example of Soja’s concept of “both and also”.

This ambiguity is emphasised by the blurred shadow in the image. It does not

allow you to determine which direction the woman is walking and, viewed as a

whole, the image creates the effect of Mary’s conflicted position as a returned

migrant. It also serves a visual representation of Mary’s indecision regarding

whether or not she will stay in Ireland, which Dolly notes: “Suitcase packed—

How many times?....You’re stayin’, you’re going’….Fuck off!” (Murphy

Bailegangaire 60).

However, the image was overshadowed on the cover of the flyer used to market

the London performances. Added colours, a hand drawn title on the left of the

page, and the inclusion of text, of which the word “Druid” was most prominent,

drew attention away from the figure of the travelling woman (Fig. 26).
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Fig. 26. Flyer announcing Bailegangaire at London’s Donmar Warehouse
(Murphy Papers TCD MS11115/7/2/4/16)

The prominence of “DRUID THEATRE COMPANY” once again

obscured Murphy’s name, which was reduced to such an extent that it became

part of the play’s subtitle: “BY TOM MURPHY”. When the show returned to Ireland

for performances at Dublin’s Gaiety Theatre, the flyer drew the reader’s attention

to “DRUID THEATRE COMPANY” and a production

photo of Siobhán McKenna as Mommo, which suggests that while a Druid

production was the main attraction for potential ticket buyers, the actress’

likeness was also important for ticket sales since she had been a popular Abbey

actress (Fig. 27.).
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Fig. 27. Flyer for Bailegangaire at Dublin’s Gaiety Theatre
(Murphy Papers TCD MS11115/7/2/4/23)

Tom Murphy’s name is highlighted by black lettering on an orange background,

but is not much larger, if at all larger, than McKenna’s, Mullen’s, or McEvoy’s

names. The programme image showed McKenna only. No other information

was present (Fig. 28).
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Fig. 28. Front cover of programme, Gaiety production of Bailegangaire
(Murphy Papers TCD MS11115/7/2/4/24)

While it is Mommo’s story that requires telling through to the end, it is Mary who

ultimately finishes the story. However, the picture of McKenna as Mommo may

give rise to the assumption that this is Mommo’s story rather than Mary’s. When

examining the textual space of the play, I mentioned Mary’s use of

“accommodation” as she travelled to from Ireland to England and back again to

Ireland. Similarly, altogether, the images from the three presentations signify

Druid’s use of “accommodation” as the production travelled from venue to

venue.

Scholars such as Nicholas Grene, Anthony Roche, Christopher Murray, and

Murphy himself note that in Bailegangaire, the playwright tries to rationalise the

idealisation of the west of Ireland in literature and theatre with the realities of life

in that place in 1984. Nicholas Grene points out that “representationally rendered
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onstage and offstage, there is the recognisable present of Ireland 1984” while

Anthony Roche observes that “Ireland’s rural past and technologised present are

juxtaposed in the play” (The Politics of Irish Drama 222, Contemporary Irish

Drama 110). Christopher Murray notes: “[I]t is easy to see Mommo as Ireland

herself caught in a time warp and perpetually rehearsing her misfortunes while

the new world of modern technology whizzes by outside” (Twentieth-Century

226). In other words, Murphy is dealing with the geopathology of the west of

Ireland. In a 1986 interview with In Dublin magazine, Murphy discussed the

problem of place that he saw in the west, which was the tension between tradition

and modernity in Ireland:

I’ve been struck in recent times at the extraordinary anomalies that
exist in the country. I’ve been spending a lot of time in the west, in
Connemara, where for instance, you can walk into a pub and there are
people there speaking a language which perhaps you don’t
understand—which is the national language….And arriving in a place
like that from, say Dublin, where there is a facade of a modern world
and it’s meant to be cosmopolitan as well—that’s a little strange.
And you can walk out of that pub and see a helicopter flying
overhead, with perhaps Tony O’Reilly [an Irish billionaire] in it. You
can walk fifty yards further down the road and you’ll see a man up to
his knees in mud carrying plastic bags of turf out of the bog, but he
has a walkman on his head. (Waters “The Frontiersman” 28)

These comments are good examples of Edward Soja’s “real-and-imagined”

spaces, or the interconnection of Firstspace and Secondspace, which “coincide

more or less with Lefebvre’s perceived and conceived spaces” (Thirdspace 10,

9). The juxtaposition of the spatial and temporal elements in Bailegangaire

creates another “real-and-imagined” space, or a Thirdspace, “in which

inextricably intertwined temporal, social, and spatial relations are constantly

being reinscribed, erased, and reinscribed again” (18). Significantly, Murphy

contrasts the kitchen-cum-bedroom of a traditional thatched cottage with a
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contemporary time period, 1984. In his review of the premiere Fintan O’Toole

reflects on the simultaneity of such a “real-and-imagined” space:

The Ireland of the play is the Ireland of 1984, caught between one
failed dream and another, the dream of a rural Gaelic idyll, and
that of a bright new industrial paradise. (Druid Theatre T2/81)

In the “imaginary” space of Bailegangaire, the computer factory’s closure is

imminent; “and also” in the “real” space of County Galway in 1985, the Tuam

Sugar Factory faced closure. Although none of the pre-production press or

reviews of the production mentioned it, the fictitious offstage crisis was playing

itself out in real time and culminated in the demolition of the Tuam Sugar

Factory in March 1987. In his set design, Frank Conway captured the tension

created by such “real-and-imagined” spaces. Using a cutaway of the cottage, he

simultaneously delineated the inside of the cottage from the outside of the cottage

while calling attention to the interaction of the two spaces. As a reviewer of the

premiere notes:

The set is constructed on a slant, and appears to be suspended and,
apart from Mommo’s big bed, is dominated by a crude electricity pole
at the edge of the stage. This also appears to be an effort to keep
reminding the audience that this play is happening in 1984 and not
rural Ireland twenty years ago. (Druid Theatre T2/81(50))

Like the set, which appeared to be suspended, Mommo herself is suspended in

time, telling and retelling a thirty-four year old story over and over again.

However, like the electricity pole, Mary provides the energy required to complete

the circuit, which allows her to finish the story and reinscribe its meaning.

Another critic remarks that “Frank Conway’s setting captures perfectly the prison

of the house, and the starry electric world beyond” (Druid Theatre T2/81). This

comment calls attention to the insularity of the cottage, Ireland’s modernisation,
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“and also” the attraction of the “starry world” outside the cottage that Mary

thought she would find by emigrating.

Generally, Irish critics viewed the play as a metaphor of contemporary Ireland,

but some London reviewers did not understand the play in those terms. Writing

in The Guardian, Nicholas de Jongh states:

Frank Conway’s design rightly makes Mommo’s bed the focal
point, while the sparse dull furniture, the photographic mementos
and the faint sounds of a Sunday night classical concert on the
radio enhance the impression of the impoverished and the
romantic remote. (Druid Theatre T2/144)

De Jongh’s comments suggest that he did not consider the play in terms of

contemporary Irish culture or society. His description of a place that is

“impoverished”, “romantic”, and “remote” constructs the play in a particular

way: it depicts the play and its characters as backwards. Michael Ratcliffe’s

comments in the Observer echo de Jongh’s:

Frank Conway designs a cutaway cottage in front of…a distant
segment of the rosy planet Earth from which the three women
seem somehow detached and timelessly suspended. A common
feeling, no doubt, in parts of the west of Ireland (Druid Theatre
T2/144)

Luke Gibbons notes that perceptions such as de Jongh’s are “idealisations of rural

existence…[and] are the product of an urban sensibility” (Transformations 85;

original emphasis). Further, de Jongh did not see the resolution of Mommo’s

story as a factor enabling the characters’ development: “Garry Hynes’s

production, then, allows a glittering vista of stars and romantic music to draw the

piece towards a conclusion of inexplicable optimism” (Druid Theatre T2/144).

John Barber of the Daily Telegraph also found the play’s conclusion problematic:

[T]he calm conclusion of the piece, with the three women at peace
on the bed anticipating a brand new baby, stars twinkling above to
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Schubert’s Notturno, failed in its irony. It seemed a soft old
finisher for so tough-minded and eloquent a playwright. (ibid.)

Thus, de Jongh and Barber perpetuate a stereotype of Murphy’s writing as hard-

hitting (and possibly dangerous), which originated with A Whistle in the Dark.

Such categorisations of Murphy’s work do not allow for the peacefulness

represented by the openness of space filled with shining stars. For de Jongh and

Barber, Murphy’s plays must be contained within the stage space, referring to

rather than representing directly what McAuley calls the “fictional offstage

place” (Space in Performance 31). For instance, in A Whistle in the Dark, Des’s

fight in the men’s toilet and the confrontation with the Mulryan clan are mediated

through the characters’ descriptions of what happened. Both events require the

spectator to imagine those places rather than seeing them. In Druid’s

Bailegangaire, the fictional offstage space is mediated both by the characters

who refer to the factory picket line and by the sound design in which the audience

hears cars passing by on their way to and from the plant. The representation of

the stars in the sky brings the unlimited expanse of the universe (the fictional

offstage place) into the spectator’s sightline. It is the disjunction between the

expectation of constriction in Murphy’s plays and the unanticipated prospect of

boundlessness in Bailegangaire on which de Jongh and Barber comment. De

Jongh and Barber’s inability to reconcile the “real-and-imagined” places created

onstage contrasts with John O’Riordan’s review in Plays and Players in which he

does recognise such places:

All the traditional elements, the turf fire, the Paul Henry cottage
cameo (adapted in Frank Conway’s cutaway set), blend with
modernist approaches such as new humanism and faith in youth,
suffused in a realist fantasy of hope and home-in-exile. (Druid
Theatre T2/145)
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It is noteworthy that O’Riordan mentions Paul Henry, a landscape painter known

for his representations of the west of Ireland, particularly Achill Island and

Connemara. Katherine Nash points out that: “The visual iconography of the West

as an archetypal landscape was largely based on the painting of Paul Henry”

(“Remapping and Renaming” 45). Significantly, Henry’s paintings often include

solitary thatched cottages, which are isolated from any centre of activity but

which are rooted in the landscape. O’Riordan’s comment shows his ability to

assimilate Murphy’s traditional representation of the cottage with the

contemporary problems experienced by those living in it. O’Riordan does not see

the disjunction between the two as de Jongh and Barber do. Instead, he sees the

Thirdspace it creates.

When the play returned to Ireland in May 1986, Druid presented it at Dublin’s

Gaiety Theatre. While Druid’s theatre seats about 100 and the Donmar about

250, the Gaiety’s capacity is around 850. In many instances, the significant

increase in the size of the house and its potential effect on the audience’s

perception of the play concerned the pre-production press. The Irish Times

revealed an apprehension at the move: “[I]t will be interesting to see how it fares

in the Gaiety, a much larger theatre than it has been seen in before” (Irish Times,

Druid Theatre T2/146). Such comments reveal the anxiety that the larger space

will overwhelm the play. Marie Mullen defended the choice of location:

There has been some speculation about how the play will fit into
the Gaiety. This will be my first time to work there, but despite its
size, it seems to be a very intimate theatre. The seats are all fairly
close and once you feel that the audience is near, it’s easier to go
for them. (Mullen quoted in the Evening Press, Druid Theatre
T2/146)
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Mullen’s remark indicates that the “real-and-imagined” spaces of the play will

not be affected. Once the play opened, the press generally agreed:

It is still the same closely knit production as in the tiny Druid
Theatre last December, but now the kitchen-cum-bedroom has
been pushed forward beyond the front curtain line to try to
capture some of the intimacy of the Galway playhouse. (John
Finegan, Evening Herald, Druid Theatre T2/146)

This comment shows the importance of Druid’s theatre space to the production,

and Druid’s commitment to maintaining its ambiance. Rather than broadening

the play spatially to fit the theatre, Druid sought to bring their theatre with them;

and did so by bringing the playing area as close to the audience as possible. The

Irish Times noted:

Those who feared this masterpiece would not transfer from the
cockpit of the tiny Druid in Galway to the broad commercial
space of the Gaiety need not have worried. The triumph is
multiplied. (Druid Theatre T2/146)

However, the largeness of the space did not meet every spectator’s needs. While

Desmond Rushe observed that Bailegangaire “adapts very well to the many times

larger venue”, he also found that “[t]oo much of the language is unintelligible”

(Druid Theatre T2/146). Even so, Rushe remarked that Frank Conway’s set

“places the thatched cottage setting against a vast orb of huge imaginative

possibilities”, which suggests he saw the play as creating a Thirdspace through its

enactment (Druid Theatre T2/146). Kay Hingerty’s reaction in the Cork

Examiner evokes the mention of Paul Henry in O’Riordan’s London review:

There is a difference in our reception of the play, seen from the
distance of the Gaiety auditorium, but it is just a different kind of
viewing, by standing back as one would from a great painting.
(Druid Theatre T2/146)

Hingerty’s remark implies a difference in the Thirdspace that was created by

moving the show to a bigger auditorium. The physical surroundings, or
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Firstspace (such as the theatre itself, the placement of the actors on the stage, and

the number of spectators) combines with the perception of those surroundings, or

Secondspace, to create a Thirdspace in which the audience experiences the play.

By modifying aspects of Firstspace (such as using a larger theatre, breaching the

standard playing area demarcated by the curtain by putting the action “in front”

of it, and increasing the size of the audience), Druid altered the audience’s

perception of those aspects, which affected their experience with Bailegangaire.

Colm Tóibín, who saw the play in all three venues, discusses other changes to the

production:

On its opening night in Galway in December there were stars in
the sky at the end; this was dropped when I saw the play in the
Donmar Warehouse in London. Now, another thing has been
dropped. Dolly no longer fingers the piece of software from the
computer factory, not knowing what it is, while the old woman
broods. (Druid Theatre T2/146)

These remarks, taken with those of the London critic who mentioned “the starry

electric world beyond”, imply that the stars were been cut after the play opened

in London but before its move to Dublin. If so, this alteration is significant

because it suggests that Druid changed the ending in response to those London

critics who found it too sentimental. In this way, the company solved a problem

of location.

Presumably, Tóibín refers to a piece of “hardware” or, perhaps, a floppy disc

rather than “a piece of software” since he says Dolly physically handles the prop.

The 1988 edition of the play published by Methuen in the collection After

Tragedy reveals that the prop is “a small computerised gadget” that Dolly gives

to Mary as a birthday present, and which Dolly refers to as a “[d]ata processing
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thing” (61). However, in the first edition of the play, which was published in

1986 by Gallery Press, and in all subsequent printed editions, this exchange is

cut. Also, in the video of the May 1986 Gaiety Theatre performance that I saw in

Druid’s office, the performance generally adheres to the 1986 Gallery Press

edition of the script and there is no mention of such a prop. In the 1986 version

of the script, Dolly does refer to the “weekend-long meeting at the computer

plant place”; but there are no other attempts to define for the audience (or reader)

what type of factory it is (Bailegangaire 53). Mary and Dolly do, however,

bicker over whether the plant is “Chinese” or “Japanese” (Bailegangaire 45).

The excision of the stage business during the Dublin performances is of particular

interest since it intimates Druid and Murphy’s changing intention to define for

the audience what type of factory lies at the end of the road where the workers

are picketing.

The decision to guide the audience’s perception of whether or not the plant was a

computer factory implies different things at the three locations of performance.

At the time of the play’s presentation in Galway, such an evocation drew

attention away from the reality of a similar situation that was unfolding in

Murphy’s hometown of Tuam. After fifty years in operation, the Tuam Sugar

Factory faced closure. By focusing the audience’s attention on the imaginary

plight of the Japanese company, Murphy allowed audiences a distance from the

contemporary event. In London, the contrast between the happenings in a

traditional cottage and the activities outside a high-tech industry suggests to

audiences that the “real” west of Ireland is not only a place of bogs and farms but

a place of modernity. The removal of the prop for the Dublin performances
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intimates that defining the type of factory is no longer important within an urban

space; perhaps because audience members may live near, work in, or work for a

similar type of company.

Druid’s production of Bailegangaire is a good example of the interplay between

the theatre space and the textual space, which creates different “real-and-

imagined” spaces in the various locations of performance. I have demonstrated

how changes (such as alterations of the images used to represent the play,

different performance spaces, and changes to the set) affect audiences’ perception

of the play. In particular, various alterations of the set changed the play’s

meaning in the different locations of performance. Bailegangaire was the

culminating production of the Druid/Murphy partnership, and I would suggest

that it brings together features of the other three plays produced during the

association. For instance, the performances of Bailegangaire in the Gaiety

allowed Druid to bring a certain amount of intimacy to the production by

bringing the set forward of the curtain, an intimacy reminiscent of the mood in

the company’s own venue. Druid had done the same for their production of

Famine in the Seapoint Ballroom in which they constructed a set that would be

thought of as similar to their own stage space. In another example, the image of

the travelling woman, which was used to market Bailegangaire in Galway and

London, is reminiscent of the image of the two men on the opening invitation for

performances of On the Outside The images represent the nebulous position of

both the potential and the returned migrant as they are depicted in Murphy’s

plays. Further, I analysed the importance of the placement of Bailegangaire in

particular venues, which altered the meaning of the play in a way similar to the
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way in which the meaning of Conversations on a Homecoming changed from one

performance location to another.

Through its commitment to touring, Druid works to create an experience that

brings the audience into the theatre. At the same time, however, the company

shapes that experience with such things as the content of press releases, the

images used to market the play, and the choice of theatre space and the location

of that space. In a sense, such decisions are Druid’s response to the geopathology

of the touring process; that is, the problem of location is the problem of attracting

audiences to see a show, which requires Druid to make certain decisions to

transform a space into a place that audience members want to enter. As I

mentioned previously, Soja’s idea of Thirdspace is a development of LeFebvre’s

concept of “lived space”; and LeFebvre himself considered theatre a Thirdspace:

…with its interplay between gazes and mirages in which actor,
audience, ‘characters’, text, and author all come together but never
become one. By means of such theatrical interplay bodies are able
to pass from a ‘real’, immediately experienced space (the pit, the
stage) to a perceived space—a third space which is no longer
scenic or public. At once fictitious and real, this third space is
classical theatre space. To the question of whether such a space is
a representation of space or a representational space, the answer
must be neither—and both. Theatrical space certainly implies a
representation of space—scenic space—corresponding to a
conception of space….The representational space, mediated yet
directly experienced, which infuses the work and the moment, is
established as such through the dramatic action itself.

Choices, such as those I mentioned above, are not independent of one another,

then, but are interdependent processes that work together to create a Thirdspace

in which the audience receives the play. LeFebvre notes the importance of such

choices when he mentions that the “representational space” is “mediated yet

directly experienced”. As the audience watches the play being enacted before
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them, their perception of the “representational space” is being mediated by the

actors playing the characters, but it has also been shaped (or mediated) by the

preconceived notions about the production, which were affected by the

interaction of facets of the production such as the physical space in which the

play is enacted, the image used to entice them to buy a ticket, their prior

knowledge of the play, the author, and the theatre company—all of which have

been shaped by the producing company.

In the concluding section of this study, I reveal the terms under which the

partnership dissolved, which were largely due to conflicts over artistic control

and finances. Although the relationship between Druid and Murphy, particularly

Tom Murphy’s relationship with Garry Hynes, was strained at the end of the

partnership, Murphy and Hynes worked together on a production of A Whistle in

the Dark, which was staged by the Abbey Theatre in 1986, 1987, and 1989. The

production is a good example of how Druid’s reputation, by the end of the

partnership, had been advanced by its association with Murphy and by the tours

of his plays. A Whistle in the Dark also shows how Druid’s reputation merged its

regional space with the Abbey’s national space to the advantage of the Abbey.

Following on from this, I consider how Druid made Murphy’s work travel during

their formal relationship and, to some extent, during the production of A Whistle

in the Dark. I conclude the study by suggesting ways in which the methodology

I have developed to understand the Druid/Murphy partnership can be used to

understand the relationship of other authors and producing companies.
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Part Three—Conclusion

The End of the Partnership

The Druid/Murphy association was not without its artistic and administrative

conflicts, and letters in Murphy’s archive reveal that such disagreements caused

the partnership’s gradual deterioration. As mentioned previously, artistic control

was a problem between Druid and Murphy. Garry Hynes argued against

Murphy’s suggestion that Bailegangaire premiere at the 1985 Dublin Theatre

Festival (Murphy Papers TCD MS11115/9/1/3/10/2). Control over artistic and

production concerns extended further than Bailegangaire, however. On 5 July

1985, Hynes wrote to Murphy and her letter intimates that the playwright thought

he was not apprised of the July 1985 revival of Conversations on a Homecoming:

….You were fully aware that it was our intention to revive this
production at the earliest opportunity. When the summer
production of Bailegangaire fell through, we were left with two
options: to attempt, at short notice, to mount a new production or,
to run Conversations on a Homecoming for the summer. The
second option was infinitely less attractive since, in my opinion,
the production would suffer in a long run of that kind and also, it
made no financial sense to run such a popular play in such a small
theatre. As a result, for the past two weeks, I have been attempting
to put together a production of The Importance of Being Earnest,
which, with the acceptance of Pat Leavy of the part of Lady
Bracknell on Wednesday night, became a reality. We had been
tentatively exploring the possibility of reviving Conversations on a
Homecoming in another venue if The Importance of Being Earnest
went ahead, and, on Wednesday, when we discovered that the
Jesuit Hall was unavailable, we made arrangements to look at the
Rosary Hall in Taylor’s Hill on Thursday morning. This seems to
meet our requirements and since on Thursday afternoon, I was
confirming the Earnest production with the Earnest cast, I also
advised them that rehearsals might not commence until July 29th,
since as a result of that morning’s work, we hoped to transfer
Conversations on a Homecoming to this venue from July 22nd for
one week. This transfer was not confirmed nor, can it be until Paul
Brennan, who is on holidays in Kerry until Saturday is contacted
and until a number of other issues have been resolved. Naturally,
this process also involves consultation with you….

(Murphy Papers TCD MS11115/9/1/3/10/4)
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Hynes’s letter points to the importance of space: Druid’s own venue is too small

to accommodate the number of audience members who want to see the play, and

requires that the company hire a space elsewhere. The letter also demonstrates,

in part, the complexity of theatre production, which is contingent on a number of

factors including the choice and availability both of performance space and of

actors. Hynes ends the letter: “I think we must reluctantly face the fact that we

may have to end it” (Murphy Papers TCD MS11115/9/1/3/10/4).

In Murphy’s response on 8 July 1985, he says he was not apprised of the revival

and recounts his growing dissatisfaction with his involvement in the partnership:

Well I can declare, honestly and sincerely that I am aware of
nothing, nor am I sure of anything anymore vis-à-vis Druid and
myself. There are so many qualifying and provisional clauses, ifs
and buts, omissions and contradictory reports (these reports
coming to me mostly second-hand). It appears to me that—and
my intention is not to be offensive—Druid’s real thinking,
planning, projecting, is a matter ‘behind closed doors’, and that I
am not informed on matters which I should be privy to….I am
simply attempting to point out that I have been thwarted in my
own personal planning, [and] I have felt a growing sense of
frustration” (Murphy Papers TCD MS11115/9/1/3/10/5).

Further, taking off on Hynes’s statement that “we may have to end it”, Murphy

suggests:

….that I take back Bailegangaire (I know that it has been
announced as part of Druid’s future projects but we can agree on
a suitable statement to be issued, should the case demand one)

Druid has paid me a fee of £6,000 for my writer-in-
associationship, a period which has lasted nearly two years now,
(no fortune you will agree). I have endeavoured to the best of my
ability to promote Druid’s interests during these two years.
However, as my gesture, I return—or donate if you wish—£3,000
(cheque enclosed) to Druid. It will provide perhaps, a
commissioning fee for a play from a playwright who can
accommodate Druid’s requirements better than I can....

84

84 The remainder of correspondence in Murphy’s archive is between Murphy and Jerome Hynes.
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These letters reveal the tension between the playwright and the company, which

precipitated the break up of the partnership. Murphy also suggests that Druid is

ignoring Bailegangaire:

I note, that other than a brief mention of Bailegangaire in your
letter—the Summer production falling through—nothing further
is said of it. I thought that a new play is the real life force of a
theatre. (Murphy Papers TCD MS11115/9/1/3/10/5)

With this suggestion and the claim that he is “aware of nothing”, Murphy makes

known his feeling that Druid does not respect him or his work. More

importantly, Murphy’s words reveal his feelings that Druid does not treat him

fairly. The flyers used to market the plays support his opinion since they

champion Druid over Murphy by generally displaying his name in a very small

font while Druid’s own name is highlighted.

A 23 July 1985 letter to Garry Hynes and Jerome Hynes from John Hippisley,

who “coordinate[d] Siobhán’s [McKenna] business for her” states that:

Siobhán has told me she has told both you and Tom she definitely
wants to do the play and I have informed Siobhán’s agents in the
U.K. and U.S.A. that subject to contract she will be working with
Druid. (Murphy Papers TCD MS11115/9/1/3/10/19)

This evidence and the fact that Druid staged Baileganagaire in December 1985

makes clear that Druid and Murphy were able to restore the partnership to a

workable extent.

Murphy’s letter underscores his contention that the association did not allow him

financial security. Murphy’s anxiety for his financial well-being is another topic

of concern that is expressed in correspondence between the playwright and

Jerome Hynes, Druid’s Administrator. Murphy’s unease began earlier than the
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correspondence with Garry Hynes, and may suggest that financial issues were the

starting point of the disagreements between the company and the playwright.

Murphy wrote to Jerome Hynes on 16 May 1985:

….Should Druid wish to retain rights in Conversations or
Bailegangaire after 1st March, 1986, then they shall have them,
all things being fair and equal.

The standard contract gives the rights to a play and to a company
on acceptance of the play by the company and the subsequent
signing of a contract. The rights of the play are held by the
company for a period of 12 months from signing the contract.
(The nature of the existing contract between us was drawn up in
Sept, 1983; it is a “general” contract drawn up and geared towards
a Writer-in-Association with a company and many clauses are
anomalous and unfair to me when compared with the standard-
type contract for a play).

My wish is that Druid will keep both plays in rep for a long time,
but the existing agreement as drawn up virtually controls my
finances and the earning potential of these two plays. Hence,
while being more than kindly disposed towards Druid, I must
have power-of-attorney in my professional career.

85

The preceding correspondence was probably sent with the following letter from

Murphy to Jerome Hynes, which was also dated 16 May 1985:

This letter is to confirm the outcome of a discussion we had last
week regarding the contract between Druid and myself pertaining
to the duration of period which Druid has stage rights to my plays,
Conversations on a Homecoming and Bailegangaire.

We agreed that the clause which states that Druid ‘shall have the
rights to the play (plays) and that this right (these rights) shall
continue for a period of twelve months from the date of the first
performance’ is unfair to me and unprecedented in standard
contracts. On the basis of our discussion I should now like to have
it stated in writing and would be grateful for your signature of a
confirmation (I enclose a copy of the letter for your files) that the
agreement should read, as agreed, ‘That Druid shall have the
rights to the play (plays in question) and that this right (these
rights) shall continue for a period of twelve months from the 1st

March, 1985.’ (March being the delivery date to you of

85 The letter was signed by “A. [Anne] Kerr”. Presumably, she was Murphy’s office assistant.
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“Bailegangaire”; “Conversations on a Homecoming” having been
delivered to you in latter part of 1983.)

86

These letters indicate Murphy’s desire for more control over his financial state,

which relates to his wish for artistic control that is evident from his exchange

with Garry Hynes. Interestingly, Murphy’s initial attraction to working with

Druid, at least in part, was due to the company’s ability to produce shows without

being unduly influenced by finances. As Murphy had put it in a 1983 interview:

“Working with Druid means working with a theatre which is not as bothered by

box office as the Dublin theatres are forced to be” (Druid Theatre T2/74). In the

end though, Murphy’s motive for ending his partnership with Druid was

financial, as he stated in a 1985 interview:

I loved working with Druid, in every sense they got their priorities
sorted out. With Conversations and Bailegangaire, the play was the
thing and that was fine by me. But I have come to a stage of life
when making a living is increasingly important. This is a matter of
self-respect—someone who loses the ability to support a family
inevitably loses his self-respect. (Druid Theatre T2/81)

Murphy’s decision to work with a smaller company contrasted his previous

experience as an Abbey Theatre playwright and board member. However, at the

end of the partnership, he reconnected with the Abbey as the national theatre’s

Playwright-in-Association from 1987 to 1989, a role which his papers indicate

provided him with more income than working with Druid did. Murphy’s contract

with the Abbey for his role as Playwright-in-Association is dated 1 April 1986

and notes Murphy will be paid “£30,000, £3,750 every three months in eight

installments”, which provided financial security for two years (Murphy Papers

TCD MS11115/8/53). A signed Druid contract is not in Murphy’s papers;

however, as mentioned above, Murphy acknowledged that he received “a fee of

86 This letter was also signed by A. Kerr and includes a handwritten note: “Sent on your behalf Anne”
(Murphy Papers TCD MS11115/9/1/3/10/17).
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£6,000 for my writer-in-associationship”, and a letter from Jerome Hynes

indicates Murphy also received travel and accommodation plus £8 per diem for

days spent in Galway, and 10% of box office during the association (Murphy

Papers TCD MS11115/8/8, TCD MS11115/9/1/3/10/5).

Murphy’s acceptance of the Abbey Theatre’s newly created position of

Playwright-in-Association suggests Druid’s influence on Ireland’s national

theatre, which was reinforced by Garry Hynes’s direction of the Abbey’s 1986

production of A Whistle in the Dark and which indicates that the two were able to

restore their relationship after the dissolution of the partnership. And when

Hynes served as the Abbey’s Artistic Director from 1991 to 1994, she scheduled

many Murphy plays into the Abbey’s programme including three of the four

shows that Druid presented during its partnership with Murphy: Famine, On the

Outside, and Conversations on a Homecoming.87

Eight years elapsed before Druid presented Murphy’s The Blue Macushla in June

1995 at Druid’s theatre, directed by John Crowley. Fourteen years later, in July

2009, Garry Hynes directed The Gigli Concert. The production served as the

company’s presentation for that year’s Galway Arts Festival and subsequently

toured regionally. It also marked an important occasion. Druid’s theatre in

Galway city had undergone extensive refurbishment and Druid’s production of

The Gigli Concert opened the new space. For both of Druid’s subsequent

productions of Murphy’s plays, the playwright’s name was more visible in the

images Druid used to market the play. As shown in Figures 29 and 30, Murphy’s

87 Hynes programmed The Gigli Concert in March 1991, Conversations on a Homecoming in February 1992,
A Crucial Week in the Life of a Grocer’s Assistant in November 1992, On the Outside and On the Inside in
December 1992, and Famine in October 1993.
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name is more prominently displayed than Druid’s on both the flyer and the

programme.

Figs. 29 and 30. The Blue Macushla flyer and programme cover
(Druid Theatre T2/uncatalogued flyer and programme)

And on The Gigli Concert programme, shown in Figure 31, Murphy’s name is

not only highlighted by a light gray lettering on a black background, but Druid

chose a photo of Murphy singing, which emphasised both the importance of

King’s own “Gigli concert” within the play’s narrative and Tom Murphy’s role in

the creation of the play.
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Fig. 31. The Gigli Concert programme cover (Image courtesy of Druid)

Although most people would not notice, the photo of Murphy is the cropped

version of a 1983 Irish Times photo, which shows the playwright at the Abbey

Theatre singing in front of a Gigli Concert poster (Fig. 32).

Fig. 32. Tom Murphy at the Abbey Theatre during The Gigli Concert, 1983.
Copyright Irish Times. Photo by Frank Miller. (Image courtesy of Druid)
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The images used for both The Blue Macushla and The Gigli Concert show a

change from those used during the Druid/Murphy partnership. The

correspondence quoted above implies that Druid advocated artistically and

financially for itself rather than Murphy. In light of this information, these later

images, which champion Murphy over Druid, suggest Murphy (or his agent)

became more assertive in negotiating the billing of his name.88 During

“Darkening the Past, Lighting Up the Future: Irish Theatre in the 1980s”, a public

lecture given in July 2011, Colm Tóibín mentioned that Druid and Murphy would

again team up in 2012 to present a series of Murphy plays. This arrangement has

not been publically announced by Druid; but should it occur, it will be interesting

to see if and where the plays tour and how Druid promotes itself, the author, and

the plays.

88 Billing is an important feature of the bargaining process. The font type, font size, and placement of the
names of involved parties listed on promotional materials and in programmes are often negotiated to an
exact percent. Donald Farber notes: “Depending on the bargaining power of the author, the size of his or
her name will vary anywhere from one-third to 100 percent of the size of the title” (Producing Theatre 27).
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Merging Regional and National Spaces: A Whistle in the Dark89

After Druid’s relationship with Murphy formally ended, regional and national

spaces can be said to have merged in two ways. First, Murphy assumed the role

of Playwright-in-Association at the Abbey Theatre in April 1986. Second, the

Abbey presented a production of Murphy’s A Whistle in the Dark for the 1986

Dublin Theatre Festival, which Garry Hynes directed. The Abbey’s reputation at

the time of the Abbey/Murphy partnership suggests that Ireland’s national theatre

required the symbolic capital associated with Druid/Murphy partnership (and, in

particular, Hynes’s interpretation of Murphy’s plays) in order to enhance its own

status.

At the time Murphy accepted the post, the Abbey’s reputation was marked by

instability, which had been created by a high rate of turnover in the position of

Artistic Director. Since 1978, three Artistic Directors had served the company.

Tomás Mac Anna held the position from 1971 to 1978. Joe Dowling assumed the

role in 1978 and worked with the Abbey until July 1985. Mac Anna returned to

the Abbey as the interim Artistic Director in August 1985 until Christopher Fitz-

Simon could assume the post in January 1986. (It was under Fitz-Simon’s tenure

that Tom Murphy became Playwright-in-Association. The position was funded

by Ansbacher Banks.) In July 1986, Fitz-Simon gave notice that he would not

continue in the position after his one-year contract ended.90 The frequent change

of personnel, combined with financial concerns and low audience attendance for

89 This section concerns the interplay between Druid and the Abbey Theatre only. Because A Whistle in the
Dark was not presented during the formal period of the Druid/Murphy partnership, I do not provide an
analysis of the textual space of the play.

90 Vincent Dowling took up the job in 1987 and worked with the company until 1991 when Garry Hynes
became Artistic Director, a post she held until 1994 when she was replaced by Patrick Mason.

I would like to thank Lisa Coen for historical information on the Abbey Theatre’s Artistic Directors. See
her Trinity College Dublin PhD thesis Departures: The Abbey Theatre on International Stages, 1975-2005
for more information on the Abbey Theatre’s international tours during that time.
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some productions, put the Abbey Theatre in a precarious position. Since

Murphy’s post at the Abbey had not existed previously and since Murphy’s

relationship with Druid had proved critically successful, I would suggest that, at

least in part, the Druid/Murphy partnership influenced the creation of the

Abbey’s Playwright-in-Association position, and allowed the Abbey to draw

upon Murphy’s success with Druid.91 Therefore, the regional space of the

Druid/Murphy partnership affected the national space of the Abbey Theatre. This

was a marked change from the beginning of the Druid/Murphy partnership,

which combined a regional, or provincial, company with a national playwright.

In a June 1986 interview with Garry Hynes, Declan Lynch noted in Hot Press

that:

The main thing that Garry Hynes and the Druid Company have
done for the theatre is to shift the focus away from Dublin, and to
convince people that there is life beyond the Abbey, and even
beyond the Shannon. (Druid Theatre T2/146)

With this in mind, it is plausible that the Abbey would want to utilise the

symbolic capital associated with the Druid/Murphy partnership to sell tickets and

enhance its own reputation. To do so, the Abbey first engaged the writer with

whom Druid had a successful relationship and then hired the director who

successfully staged his works. Writing in the Irish Press, Michael Sheridan

noted how important it was for the Abbey to secure Hynes for the directing

position:

The national theatre will be relying heavily on A Whistle in the
Dark…to restore their flagging fortunes, reduce the financial deficit
somewhat and lift the morale of the company and staff.

There is irony in the fact that the Abbey has had to go outside
the company in more than one way to establish this lifeline. And it
must be said that the importation of Druid director Garry Hynes and

91 Murphy’s acceptance of the position was a sort of ‘homecoming’ as well since he had premiered many
plays at the theatre and had been on the theatre’s board from 1974 to 1983.
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two of the Galway group’s best actors, Ray McBride and Seán
McGinley, was a clever move.

Murphy’s last two plays written for Druid, Conversations and
Bailegangaire, proved to be outstanding successes, but the last
venture for the Abbey A Thief of a Christmas, was a dismal
flop….But the combination of Murphy and Druid is irresistible and
a cast that is in the main young and energetic should more than
satisfy the Abbey’s hunger for success. (Druid Theatre T2/147)

By bringing in an outsider—specifically an outsider with a history of successfully

interpreting Murphy’s plays throughout Ireland and internationally—the Abbey

sought to garner success for itself. Further, the Abbey had tried more fully to

align itself with the symbolic capital associated with Druid by informally asking

Hynes to become its Artistic Director after Druid’s return from America in

August 1986. Hynes refused the position and later released a public statement

regarding the informal offer from the Abbey’s board, an excerpt of which

appeared in the Irish Times in August 1986:

Ms. Hynes released a personal statement yesterday through Druid
Theatre in Galway. ‘I feel it is important, in light of media
speculation, to clarify my position with regard to the artistic
directorship of the Abbey Theatre. I can now confirm that an
informal approach was made to me by the board of the Abbey.
While I appreciated the offer, I advised that, for a variety of
reasons, I was not in a position to consider such an offer at this

92

For audiences, Hynes’s public acknowledgment underscored the credibility of her

work and, by extension, Druid’s work. Although the Abbey was experiencing a

difficult time in its history, it was still Ireland’s national theatre so an offer to

lead that theatre added symbolic capital to Hynes’s and Druid’s reputation. A

Whistle in the Dark was Hynes’s first play for the Abbey and opened on 5

October 1986 as part of that year’s Dublin Theatre Festival. This production

92 The article also mentions that the Gate Theatre’s Michael Colgan, director Patrick Mason, and associate
director of the National Theatre of Britain Michael Bogdonav were approached by the Abbey board
regarding working as the Abbey’s Artistic Director. The timing was perfect a few years later when Hynes
accepted the position in 1990 and began working for the Abbey in 1991.
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merged the regional, as represented by Hynes’s affiliation with Druid, and the

national, as represented by Ireland’s national theatre.

As the regional and national merged figuratively, they also amalgamated

materially in the play’s set design. In an interview with the Sunday Tribune, set

and costume designer of A Whistle in the Dark, Brian Vahey, observed that the

Abbey stage was large compared with the play itself since it is set in the living

room of a house. Because of the difference between those spaces, he had to

“break the frame and do away with the need for a lot of formalised acting” (Druid

Theatre T2/147). What he meant was that positioning the set behind the

proscenium arch removed the action too far from the audience. The journalist

observed that “[w]hat Garry Hynes wanted was a structure that would permit the

same freedom of performance she’s accustomed to in ‘the round’ in her Druid

productions in Galway” (Druid Theatre T2/147).93 Consequently, Garry Hynes’s

production of A Whistle in the Dark in the Abbey Theatre epitomises Yi-Fu

Tuan’s definition of space and place in which “each pause in movement makes it

possible for location to be transformed into place” since she transformed the

Abbey’s stage into a representation of Druid’s stage (Space and Place 6).

Upon the play’s opening, the critics commented on the set’s incursion into the

audience space. John Finegan remarked that “[t]hree rows of stall seats have

been removed to allow for a thrust stage, which brings the action right into the

93 As discussed in my analysis of Druid’s enacted space, the company had created Druid’s stage space in
other locations on at least two previous occasions. First, they presented Famine at the Seapoint Ballroom
in 1984 and Bailegangaire at the Gaiety Theatre in May 1986.
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auditorium” (Druid Theatre T2/147).94 As noted previously in my analysis of On

the Outside and Conversations on a Homecoming, audience members in the front

row of Druid’s theatre were seated on the stage as the actors performed in front of

them. As the actors moved around the small space, sometimes audience

members were caught up in the action adjusting their legs or shifting in their seats

to avoid physical contact with the characters. David Nowlan observed that “Garry

Hynes…has…succeeded in rendering the Abbey space a much more intimate

arena than any before her” while Tim Harding thought the set was more than

“intimate”:

This is an early Murphy, but the hand of Garry Hynes is evident.
With the stark, claustrophobic set thrust forward into the
audience and an eclectic cast…she has put her own stamp on the
Abbey at the first time of asking. (Druid Theatre T2/147)

In addition to the superimposition of features of the regional theatre onto the

national theatre’s stage space, Harding’s comments also draw attention to the

importance of the actors to this process. As the materiality of the Abbey stage

merges with the Druid-like set, the physicality of regional actors Ray McBride

and Seán McGinley combine onstage with the other actors. In Space in

Performance, Gay McAuley calls attention to stage director Rex Cramphorn’s

concept of “meaning through position” (108). This idea generally relates to the

position of the actors to each other and on the stage or “in relation to an object or

element of the set”, which is “an important part in articulating the meaning of an

action or speech” (109). For Garry Hynes’s production of A Whistle in the Dark,

I would broaden the definition of “meaning through position”, and suggest that

the set itself created meaning through position. In effect, then, Hynes’s

94 A Whistle in the Dark began performances on 30 September 1986. It opened on 5 October. The show
went on a brief hiatus after the 25 October performance, reopened on 4 November, and closed on 14
November.
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production created a Thirdspace by blending the national and regional spaces,

which transcended the national theatre itself.

All productions created during the Druid/Murphy collaboration premiered in

Galway; and when they did, the press called for them to visit other places

including Dublin. When the Abbey’s production of A Whistle in the Dark

opened, the reverse happened: Galway requested that the Dublin production visit

the west of Ireland. The Galway City Tribune stated that:

The overall standard of excellence that Galway audiences have
exclusively enjoyed with Druid is now evident in the Abbey
Theatre’s production of Tom Murphy’s A Whistle in the
Dark….Hopefully, at some stage it will find its way to [Druid’s
theatre in] Chapel Lane. (Druid Theatre T2/147)

In another example of the interrelation of the regional and the national, the

production toured to Galway the following year as a co-production between

Druid and the Abbey. After Vincent Dowling assumed the role of Artistic

Director of the Abbey in January 1987, he gave a press conference in March in

which the Irish Times reported:

He said [that] two productions from Christopher Fitz-Simon’s
period as artistic director demanded to be seen by an even wider
audience and A Whistle in the Dark will be presented in a co-
production with Druid…and [John B. Keane’s] The Field would
give two ‘harvests’, in July and in September.

95

The play was presented in July 1987 for twelve performances at Galway’s Jesuit

Hall, the same location where Druid had presented its first productions 22 years

before. The flyer used to market the play used a sketched image that had also

been used during the Abbey’s premiere of the play the year before (Fig. 33).

95 Thanks to Lisa Coen for drawing my attention to this article.
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Fig. 33. Recto, A Whistle in the Dark flyer (Druid Theatre T2/91)

The image encapsulates the play’s violence, which is both physical and

psychological. A craggy-faced man towers over us. What appears to be a light is

positioned over his left shoulder. Although his left arm rests at his side, he seems

poised to strike at any moment. As the light glares, the man stands looking down

at us with a passive, yet intimidating face that suggests he is interrogating us or

has just hit us with enough force to knock us to the ground. Regardless of the

circumstances, he is in a position of power over us. The image suggests that, just

as the man dominates us, the play will also. A pre-production photo of the male

company members imitates the image somewhat (Fig. 34).
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Fig. 34. A Whistle in the Dark, Galway, July1987 (Druid Theatre T2/uncatalogued photo)

Although we are more or less on the same plane as Godfrey Quigley, who played

Dada, the lowered gaze of the his sons indicates that they are looking down on

us.96 All the men have a similar menacing face as the man in the image. Those

who are standing have their arms folded, which is reminiscent of the man in the

image who has one arm to his side. Like the man in the image, these men are

dangerous. The flyer image and the photo create an awareness that this show will

be heavy hitting, literally and figuratively. The damage that these men can do is

evidenced by the areas on the flyer that announce “BRILLIANT”, “SUPERB”,

“SPLENDID”, which resemble torn pieces of clothing. The frayed areas

continue on the verso of the flyer, but are elongated, making them look like

gashes created by Harry’s broken bottle, which he says “is better than two fists”

(A Whistle 25).

96 Quigley was an adjudicator at the Charleville Drama Festival in Cork at which Murphy’s play, originally
titled The Iron Men, won the script competition.
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When the play was revived in Galway, four cast changes occurred.

Englishwoman Corrine Ransom replaced Catherine Walsh as Betty, Druid co-

founder Mick Lally replaced Dermot Crowley as Michael, Druid actor Maelíosa

Stafford replaced Breffni McKenna as Hugo, and Johnny Murphy, in his third

Druid show, replaced Druid’s Ray McBride as Mush. This doubled the number

of Druid actors (some of which were former members and some current members

of Druid) in the play from two to four, or half of the cast. Presenting the play

with a high percentage of Druid actors in a space known for previous Druid

performances made this more of a Druid production than an Abbey production,

which was reinforced by the listing on the verso of the flyer (Fig. 35).

Fig. 35. Verso, A Whistle in the Dark flyer (Druid Theatre T2/91)
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Each party received equal billing on the recto of the flyer by displaying each

company’s logo. However, the listing on the verso of the flyer indicated that the

regional theatre had usurped the position of the national theatre: “Druid Theatre

Company present The Abbey Theatre” (Druid Theatre T2/91; emphasis added).

In effect, then, the Galway performances of A Whistle in the Dark were Druid

performances rather than Abbey performances.

Following the Galway performances, the production was presented again at the

Abbey from 28 July to 29 August 1987. Because the play was a revival, it did

not receive much press reaction upon its return to Dublin. Those critics who saw

the revival did not pass comment on the set as they had the previous year. And

rather than remarking on the Galway performances, they noted the cast changes.

Two years later, in July 1989, A Whistle in the Dark was once again revived but

the location was neither Dublin nor Galway. When the Irish Times announced the

production’s revival at the London International Festival of Theatre (LIFT),

Paddy Woodworth noted that it was “[t]he Abbey production…[that] became

known as ‘Druid in the Abbey’” (“Murphy play” 14). A biennial event, LIFT was

in its fifth year in 1989, and it generally presented contemporary theatrical

events.

The revival was credited as an Abbey production and performed at London’s

Royal Court theatre; however, it was co-produced by JGN Productions. The new

independent production company was set up by Jerome Hynes, Garry Hynes, and
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Nica Burns.97 JGN’s support provides a unique example of the blending of

theatrical spaces in terms of its leaders. In the two years since the Galway and

Dublin productions, Garry Hynes had directed two shows for the Royal

Shakespeare Company, and while Whistle performed at LIFT, Hynes opened her

production of Eugene McCabe’s King of the Castle (1964) at the Abbey. Garry

Hynes, then, had moved from the regional to the national to the international and

back to the national. Jerome Hynes left Druid in August 1988, joining the

Wexford Festival Opera as Managing Director. The Connacht Sentinel noted

that:

Mr. Hynes as General Manager with Druid Theatre Company has
been responsible for the management of the Company during a
period of remarkable growth which has seen Druid develop from a
small Regional Company to a major National Company with an
outstanding international recognition. (Druid Theatre T2/155)

So, during the revival of A Whistle in the Dark, the national theatre was not

presented by a regional theatre, but by an international production company.

Druid’s involvement in the Abbey’s production of A Whistle in the Dark—from

Hynes’s direction to the co-production in Galway and Garry Hynes’s personal

participation in London—demonstrates a merging of regional, national, and

international spaces.

97 Burns was the Artistic Director of London’s Donmar Warehouse where Druid had presented The Playboy
of the Western World, Bailegangaire, and Conversations on a Homecoming.

The revival was sponsored by Galway-based Celtic International Insurance.
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How Druid Made Murphy’s Work Tour

I have demonstrated that Druid showed interest in touring since its founding in

1975; and a note in the programme produced for Druid’s 2009 touring production

of The Gigli Concert remarks on the geopathologic problem that compels that

interest: Druid “believes that no one [in Ireland] should be denied access to state-

funded theatre because of their geographic location” (The Gigli Concert 2).

Druid, then, seeks to overcome the problem of location for those outside Galway

by bringing the show to them.

Throughout this study, I have shown how Druid’s enactments of Murphy’s plays

simultaneously construct insiders and outsiders who are either included or

excluded because of their (im)mobility. This inside/outside duality occurs on a

number of different spatial levels including geography, social class, performance

space and theatre location, the relationship between the audience and actors, and

the use of public relations material. In terms of Druid, the company exploits its

geographic location in the west of Ireland to its advantage by experimenting

theatrically. The theatre’s interest in experimentation was, in part, motivated by

mobility since Garry Hynes had visited New York City prior to co-founding

Druid. Hynes explains:

The first sustained piece of theatre-going on my part was off-off-
Broadway theatre in the early seventies in New York. I did see
stuff there that really did influence me. Things like Tooth of Crime
[1972] by Sam Shepard.... That had a huge impact on me. I saw
[the work of experimental theatre director] Joe Chaiken. That
really was where the influences started.

Hynes’s words show that while, in its early years, Druid defined itself as a

professional company in opposition to Dublin and its theatre, it did so under the

PLACEHOLDER for copyrighted material



Part Three—Conclusion
How Druid Made Murphy’s Work Tour

251

influence of the experimental theatre scene in New York. It also reveals, as

positive, the exchange of ideas between one geographic location and another.

While in many of Murphy’s plays, people’s identities are characterised by their

geographic placement depending on their location inside or outside of Ireland, in

others the movement between two locations is decidedly negative and stigmatises

characters. The working class Carneys, in Murphy’s A Whistle in the Dark, are

an example of characters who are defined by their location. They have migrated

to Coventry, but as Harry points out, the presence of darker skinned migrants

elevates the Carneys’ place on Coventry’s social ladder: “And if they [Blacks and

Muslims] weren’t here, like, our Irish blue blood would turn a shade darker,

wouldn’t it?” (Murphy A Whistle 12). Those words show not only that identity is

subjectively perceptional, but that identity is relational and can be altered when

compared to another who is in the same place. In The House (2000), Jimmy and

Mother comment, respectively, on the uncertain status of those who have

migrated and returned. Jimmy says: “So where’s your anchor, where d’you

belong? Lads, ye belong nowhere, ye belong to nobody”; and after selling her

home, Mother notes: “Now we know what it’s like: not to belong to a place any

more” (Murphy Plays 5 203, 258). Jimmy and Mother’s comments seem to refer

to the social differentiation of people who migrate. Druid’s productions of Tom

Murphy’s plays, then, bring into relief what John Urry calls “the multiple

overlapping, and turbulent processes of migration, dislocation, displacement,

disjuncture, and dialogism” (Mobilities 35). In other words, by producing

Murphy’s works, Druid calls attention to the complexity of mobility.
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As Druid toured Murphy’s plays, the company changed the images it used to sell

the show from location to location to present the show in a specific way to

particular audiences. For instance, the images used to promote Conversations on

a Homecoming began by encouraging awareness of the American themes in the

play using a likeness of American President John F. Kennedy. For the December

1986 and February 1987 Galway performances, however, the actors were used to

promote the show rather than the Kennedy’s image. When the show visited

Australia, stereotypical Irish iconography associated with the colour green and

shamrocks was used to promote the show. And the use of alcohol on the

programme cover for the 1987 London production also promotes a stereotypical

image of Ireland with its depiction of alcohol. In all the images, Druid sells

itself, or a common representation of Ireland, rather than Murphy.

Another example of the championing of Druid rather than Tom Murphy is found

in Murphy’s papers. An issue of an Irish diaspora magazine, The Irish Voice, ran

an article written by Fintan O’Toole around the time of the Sydney performances

of Conversations on a Homecoming. Entitled “Starting from Scratch”, O’Toole

predominately talks of Druid’s production history and the place the company

created for itself in Irish theatre history. Only one paragraph of the three-page

article deals with Murphy’s relationship with Druid (Murphy Papers TCD

MS11115/6/2/7). In addition to press coverage, the images Druid used on flyers

and programmes generally champion Druid over Murphy when the font size of

each party’s name is compared. In addition to images and the predominance of

Druid over Murphy on flyers and programmes, the location of international

performances was not mainstream theatres. Conversations in a Homecoming was
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presented on a college campus in America, a converted tomato sauce factory in

Sydney, and at the Donmar Warehouse in London, which predominately

produced new work.

Druid’s progression from the local to the global can be seen in its choice of

locations of performance for all four productions. As shown in Figure 36, the

location of each production’s performance after its Galway premiere is in bold

italic (the west of Ireland, Dublin, and London) to show the development of

Druid’s touring from the regional to the national to the international by touring

the west of Ireland then Dublin then London.

Fig. 36. Locations of performance after Galway premieres. Figure created by Shelley Troupe.

Druid’s relationship with Murphy exposes a mutual interest in space through

Murphy’s interest in migration and Druid’s interest in mobility. The work of

Edward Soja and Gay MaAuley provides a way of analyzing this relationship.

Famine
Galway (Seapoint Ballroom)West of Ireland Tour (February 1984)

Galway (Seapoint Ballroom)

Outside
Galway only (Druid’s theatre)

Conversations
Galway (Druid’s theatre)Galway (Rosary Hall)

Galway (Rabbitt’s Pub)  Dublin (September 1985)  Irish Tour 

Purchase, NYGalway (Druid’s theatre) Sydney, Australia

Irish Prisons Tour Galway (Druid’s theatre) London

Northern Ireland

Bailegangaire
Galway (Druid’s theatre)London (February 1986) Dublin
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McAuley’s “thematic space” and Soja’s notion of Thirdspace (similar to Henri

LeFebvre’s lived space) allows “an-Other” way of looking at Druid’s productions

of Murphy’s plays that expands the theatrical event. Instead of restricting the

theatrical event to interaction between the audience and actor during the play’s

performance, this study has taken into account the pre-production press,

marketing flyers, and programmes as well as the theatre space and the theatre’s

location in order to demonstrate how audiences’ experiences are shaped by such

features of the theatrical process.

For example, ostensibly On the Outside concerns two young men who want to

gain admission to a dance. However, the play provides examples of the

geographic, societal, and theatrical spatial relationships that underpin all the other

Murphy plays Druid produced during their collaboration. Physically, Frank and

Joe are in an ambiguous position on the threshold of the dancehall, and their

yearning for admission to the dance simultaneously represents their longing for

acceptance into a higher social class and their desire to emigrate. The play’s

production in Druid’s theatre further broadens the play’s meaning since the show

was presented as a lunchtime production that did not tour. In Famine, Murphy

uses the 1846 potato crop failure to comment on the modern day deprivation he

experienced in Ireland. Druid’s production of the play in February 1984 exploded

the play’s themes. The decision to present Famine in the Seapoint Ballroom, a

former dancehall where romance potentially blossomed, underscored the rapid

changes experienced by villagers in the fictional village of Glanconor. The

location of the ballroom near Galway Bay, a waterway used by Famine ships in

the 1840s, highlighted the fictional offstage departures in the play. Ireland’s
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increasing rates of emigration at the time of the play’s presentation emphasised

the similarities between the fictional characters and the audience. In

Conversations on a Homecoming, Murphy shows us that returning does not

obliterate the tension between here (Ireland) and there (the place of emigration).

If anything, homecoming exacerbates the returnee’s problems by marking the

person as other. Druid’s tours of the play were frequent, and the company itself

dealt with some of the issues suggested in the play. While the press did not

necessarily perceive Druid as migrating, it is still possible to see how the

company’s movements in and out of Ireland parallel migration. And spending

more time touring meant that Druid spent less time in its Galway theatre, which

created a similarity between the real-life company and the fictional character,

Michael. The images Druid used to market the play over its two and a half year

life cycle changed as the play toured locally, nationally, and internationally.

Druid’s relationship with Tom Murphy culminated with the December 1985

premiere of Bailegangaire. Mary feels adrift since returning home two years

ago. Mary, her grandmother Mommo, and her sister Dolly are at odds with the

space they inhabit. During the course of the play, each woman admits a secret,

which allows her to make peace with her space. Although an outward success as

a nurse, Mary admits her life is a failure. Mommo acknowledges that she was

responsible for her husband’s involvement in a laughing competition, which

resulted in death. Dolly confesses that her husband physically abuses her. By

revealing the truth, each woman reconciles herself to the other and to her

personal space, which is made clear at the play’s end when the three women

share a bed. On 30 December 1985, the Abbey Theatre evoked Soja’s

Thirdspace (a space of “and also” rather than “either or”) when it opened
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Murphy’s A Thief of a Christmas. This means that the “actuality” and the “story”

of how Bailegangaire came by its appellation occurred simultaneously. This

expands McAuley’s thematic space to include Galway and Dublin, which

provides a unique amalgamation of Ireland’s provinces and Ireland’s capital, an

amalgamation that Druid was instrumental in creating. Instead of the national

theatre stimulating regional theatre, the regional theatre motivated the national

theatre; so, when Druid’s contractual relationship with Murphy as Writer-in-

Association ended in March 1986, the playwright became the Abbey Theatre’s

first Playwright-in-Association. While Druid continued to expand its national and

international touring programme, Murphy’s commitment to Ireland’s National

Theatre meant the playwright’s work was written and presented for a

predominately national audience. Perhaps this is a primary reason why Murphy’s

work is characterised by its inability to travel abroad while Druid is often

characterised by its commitment to touring. Perhaps, just as Mary, Mommo, and

Dolly’s choices influenced their lives, Murphy’s decision to return to the Abbey

shaped his career. Regardless, though, Murphy’s affiliation with Druid proves

his work can travel successfully abroad.

Although Druid’s collaboration with Murphy was short in duration, formally in

operation from 1983 to 1986, the productions they created between 1984 and

1987 made an irreversible impact on Druid’s reputation abroad. That Murphy

and Druid went in different directions after the dissolution of their partnership

shows the importance of their choices. Just as the choices Murphy’s characters

make shape their destinies, Murphy’s and Druid’s decisions after the end of their

partnership affected their individual futures. Murphy chose to return to the
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Abbey, which kept his work inside Ireland. Conversely, Druid chose to go

outside Ireland by continuing to pursue international opportunities. While

continuing to tour regionally, Druid presented Playboy in Sydney shortly after the

last performances of Conversations and then presented Frank McGuinness’s

Factory Girls in Glasgow and London in 1988. Although it was five years before

Druid’s next toured a production internationally with Vincent Woods’s At the

Black Pig’s Dyke at the Tricycle Theatre in London in 1993, the company further

expanded its touring network by presenting Woods’s play at the du Maurier

World Stage Festival in Toronto in 1994, which marked the company’s first

performances in Canada. Like Druid’s partnership with Murphy a decade before,

Druid’s relationship with London Irish playwright Martin McDonagh assisted

their evolution as a touring company. The Beauty Queen of Leenane (1996) was

presented by the Atlantic Theatre, an off-Broadway theatre, and then transferred

to Broadway where it garnered six 1998 Tony Award nominations and won four

of them.98

I have shown that such features as pre-production press and the images used to

market the plays were instrumental to the success of the Druid/Murphy

association, and Druid’s attention to such matters during its relationship with

McDonagh was also crucial to the success of that partnership. In a public

interview, Garry Hynes revealed that Beauty Queen and its companion pieces,

The Lonesome West (1997) and A Skull in Connemara (1997), were not written as

a trilogy; instead, marketing them as “The Leenane Trilogy” was a strategy to

98 Tom Murphy (a young actor, not the playwright) and Brían F. O’Byrne each received a nomination for
Featured Actor in a Play. Anna Manahan received a nomination for Featured Actress in a Play). Marie
Mullen received a nomination for Actress in a Play. Garry Hynes received a nomination for Director of a
Play. Beauty Queen of Leenane received a nomination for 1998 Play. Murphy, Manahan, Mullen, and
Hynes were all awarded the prize for which they were nominated.
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protect McDonagh from “second play syndrome” (“An Audience” n.p.). This

disclosure underscores the significance of the information presented on pre-

production flyers and disseminated through the press, which was just as

important in 1996 as it was in 1986 when Druid was presenting Murphy’s plays.

Figure 37 shows the flyer for the 1997 London performances of The Leenane

Trilogy. Druid and the Royal Court are given equal billing although, because we

read from left to right, our eye registers the Royal logo a fraction of second

before Druid’s logo; and the logo for the production’s sponsors TimeOut, a

weekly entertainment magazine, is also predominantly displayed. Martin

McDonagh’s name is presented in the same font and size as the date of the

performances, which is much smaller than the font depicting the title; however,

the placement of his name between the title and the image of the men draws our

attention to it. The flyer is cluttered with logos and images so that the title of the

theatrical event is the most predominantly displayed.

Fig. 37. The Leenane Trilogy flyer, Royal Court Theatre presentation, 1997

The theme of isolation continued in the images used on the programme covers for

the London and New York performances (Figs. 38 & 39).

PLACEHOLDER for copyrighted material
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Figs. 38 & 39. The Beauty Queen of Leenane, programme covers 1997

The young girl on the programme distributed at the London performances (which

also included the playscript) is in the frame with an older woman, but that

woman’s attention is focused out of the frame. McDonagh’s name is prominently

displayed while the Royal Court and Druid logos are obscured by the pipe in the

picture. The programme for the Broadway performances of Beauty Queen

continue the theme of isolation, presenting Anna Manahan, who played Mag in

the production, alone at a table looking out of the frame just as the woman in the

Royal Court image is doing. Taking the two images together, they suggest that

just as Mag isolated her daughter, she is now isolated as an old woman. The play

is championed over any other information except for the name of the programme

production company: PLAYBILL.

In this study of Druid’s productions of Tom Murphy’s plays from 1984 to 1987, I

have provided a reappraisal of the relationship between the theatre company and

the playwright, showing that the company’s ability to transmit an author’s work

PLACEHOLDER for
copyrighted material

PLACEHOLDER for
copyrighted material
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in different spaces determines the author’s reputation and reception. I have

shown specifically that the relationship between Druid and Tom Murphy in the

mid-1980s tells us that Druid highlighted itself rather than Murphy and, thus, sold

the company rather than the playwright in various locations of performance,

particularly in international locations. By presenting this information, I allow for

a reconsideration of key aspects of the recent history of theatre in Ireland. My

short analysis of a few of the images Druid used to market Martin McDonagh’s

plays in the mid-1990s demonstrates that a similar approach can be used to study

the relationship between other writers and companies. This framework could be

used, for instance, to provide in-depth analysis of the Druid/McDonagh

partnership, or the relationship between Tom Murphy and the Abbey Theatre.

However, this framework can be used outside of an Irish context as well. For

instance, it would be interesting to look at Lonnie Carter’s 2002 bi-lingual play

The Romance of Magno Rubio. The play’s narrative concerns a Filipino migrant

worker who yearns for love and his homeplace and is presented through both

Tagalog and English. It was produced by New York City’s Ma-Yi Theater

Company and premiered at the Daryl Roth Theatre then toured to Manila’s

Cultural Centre of the Philippines and to the Laguna Playhouse in California in

2003/2004. Ma-Yi revived the play during the 2006/2007 season. It would be

interesting to look at the changes in the images used to market the show and ask

who they represented to the target audience in each location (Ma-Yi? Carter?

Magno?). Although Magno Rubio includes the theme of migration, my method

does not require the theme to be present in the play because its focus is the

interplay between the company, the play and the author. By examining how the

production company presents itself, the play, and the playwright, I have provided
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a framework that has multiple applications, not just in Ireland but elsewhere, for

any company that has a relationship with a particular author as well as any

company that tours regionally, nationally, or internationally.
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Theatre and Space:

Druid’s Productions of Tom Murphy’s Plays, 1984-1987

Appendix A
Druid Production History, 1975-2005

The majority of information on Druid’s production history was culled from

Druid’s website (“Index of Productions” n.p.). Care has been taken to correct

inaccuracies when possible and these have been reported to Druid.
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Year Production Playwright Venue Type Location Date(s) Director
1975 The Playboy of the Western World J.M. Synge Jesuit Hall Evening Galway 3rd July 1975 Garry Hynes

1975
It's a Two Foot Six Inches Above the

Ground World Kevin Laffan Jesuit Hall Evening Galway 4th July 1975 Garry Hynes
1975 The Loves of Cass Maguire Brian Friel Jesuit Hall Evening Galway 5th July 1975 Garry Hynes
1975 Acts Without Words II (Double Bill) Samuel Beckett Unknown Lunchtime Galway 14th August 1975
1975 Orison (Double Bill) Fernando Arrabel Unknown Lunchtime Galway 14th August 1975
1975 The Glass Menagerie Tennessee Williams Jesuit Hall Evening Galway 16th-21st October 1975 Garry Hynes

1975 An Entertainment on Marriage
David Campion &

James Saunders Unknown Lunchtime Galway 13th November 1975 Garry Hynes
1975 Children of the Wolf John Peacock Jesuit Hall Evening Galway 26th November 1975 Garry Hynes

1976 It Should Happen to a Dog Wolf Mankowitz Coachman Hotel Lunchtime Galway
29th Jan-28th Feb 1976

(every Thursday) Garry Hynes
1976 Countdown Alan Ackbourne Unknown Unknown Unknown 29th Jan 1976 Garry Hynes

1976 Who's Afraid of Virginia Woolf? Edward Albee Coachman Hotel Unknown Galway 18th Feb 1976 Garry Hynes

1976 Treats Christopher Hamilton Jesuit Hall Unknown Galway 27 May-1 June 1976 Garry Hynes
1976 The Pongo Plays Henry Livings Coachman Hotel Lunchtime Galway 10-26 June 1976 Garry Hynes

1976 In the Glens of Rathvanna J.M. Synge
Fo'Castle Theatre,
Coachman Hotel Unknown Galway 10 July 1976 Garry Hynes

1976 The Pot of Broth/Purgatory W.B. Yeats
Fo'Castle Theatre,
Coachman Hotel Evening Galway

11 Aug 1976
(opening nightt) Unknown

1976 Off Obie

John Guare: The Lovliest
Afternoon of the Year;

Terence McNally: Next;
Leonard Melfi: Birdbath

Fo'Castle Theatre,
Coachman Hotel Lunchtime Galway 11-25 Sept 1976 Garry Hynes

1976 Happy Days Samuel Beckett Unknown Unknown Galway 27 Oct 1976 Garry Hynes
1976 Mother Adam Unknown Unknown Unknown Galway 20 Nov-11 Dec 1976 Garry Hynes
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Year Production Playwright Venue Type Location Date(s) Director
1977 Mother Adam Unknown Unknown Unknown Galway 8-22 Jan 1977 Garry Hynes

1977 S.W.A.L.K. Various Authors
Fo'Castle Theatre,
Coachman Hotel Lunchtime Galway 9 Feb-12 Mar 1977 Garry Hynes

1977 Tom Paine Paul Foster Unknown Unknown Galway 19 Mar 1977 Garry Hynes
1977 Birdbath Leonard Melfi Project Arts Ctr Lunchtime Dublin 11-23 Apr 1977 Garry Hynes

1977
There are Tragedies and

There are Tragedies George Fitzmaurice
Fo'Castle Theatre,
Coachman Hotel Evening Galway 15-19 June 1977 Garry Hynes

1977 The Playboy of the Western World J.M. Synge
Fo'Castle Theatre,
Coachman Hotel Evening Galway Unknown Garry Hynes

1977 The Pursuit of Pleasure Garry Hynes
Fo'Castle Theatre,
Coachman Hotel Lunchtime Galway 22 Sept 1977 Garry Hynes

1977 The Promise Aleski Arbuskov Unknown Unknown Galway 5 Oct 1977 Unknown

1977 Aladineen O'Druideen Original Production
Fo'Castle Theatre,
Coachman Hotel Lunchtime Galway 7 Dec 1977 Unknown

1978 After Magritte Tom Stoppard Unknown Lunchtime Galway 16 Feb-11 Mar 1978 Garry Hynes

1978
Séan, The Fool,

The Devil and The Cats Ted Hughes Unknown Unknown Galway 5 Mar 1978 Unknown

1978 The Proposal Anton Chekov Unknown Unknown Galway 12 Apr 1978
Maelíosa
Stafford

1978 In the Glens of Rathvanna
based on the writings

of J.M. Synge
Lartigue

Little Theatre Unknown
Listowel,

Kerry Unknown Garry Hynes
1978 The Enchanted Trousers Oliver St. John Gogarty Unknown Lunchtime Unknown 1-24 June 1978 Unknown
1978 The Tinker's Wedding J.M. Synge Unknown Lunchtime Unknown 28 June 1978 Garry Hynes

1978 The Colleen Bawn Dion Boucicault
Fo'Castle Theatre,
Coachman Hotel Unknown Galway 8 July 1978 Garry Hynes

1978 The Pursuit of Pleasure Garry Hynes
Fo'Castle Theatre,
Coachman Hotel Unknown Galway 19 July 1978 Garry Hynes

1978 Bar and Ger Geraldine Aron Unknown Lunchtime Unknown 13 Oct 1978 Garry Hynes

1978 Woyzeck George Buchner
Fo'Castle Theatre,
Coachman Hotel Evening Galway 15 Nov 1978 Garry Hynes
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Year Production Playwright Venue Type Location Date(s) Director

1979 Threepenny Opera Bertholt Brecht
Druid Theatre,
Chapel Lane Evening Galway 19 May-3 June 1979 Garry Hynes

1979 Village Wooing George Bernard Shaw
Druid Theatre,
Chapel Lane Lunchtime Galway 19 Jun 1979 Garry Hynes

1979 An Evening at Coole Lady Gregory
Druid Theatre,
Chapel Lane Unknown Galway 17 Jul 1979 Garry Hynes

1979 Eternal Triangle
Frank O'Connor

(adapted by Paul Avila Mayer)
Druid Theatre,
Chapel Lane Lunchtime Galway

7 Nov-7 Dec &
13, 15, 20 Dec 1979 Loretta Kelly

1979 A Galway Girl Geraldine Aron
Druid Theatre,
Chapel Lane Lunchtime Galway

14 Nov-12 Dec &
14, 19, 21 Dec 1979 Maelíosa Stafford

1979 The Importance of Being Earnest Oscar Wilde
Druid Theatre,
Chapel Lane Evening Galway 11-23 Dec 1979 Garry Hynes

1980 The Real Inspector Hound Tom Stoppard
Druid Theatre,
Chapel Lane Evening Galway 21 Jan 1980 Unknown

1980 TheImportance of Being Earnest Oscar Wilde
Druid Theatre,
Chapel Lane Unknown Galway Feb 1980 Garry Hynes

1980 Thirst Myles na gCopaleen
Druid Theatre,
Chapel Lane Lunchtime Galway 12 Mar 1980 Maelíosa Stafford

1980 Island Protected by a Bridge of Glass Garry Hynes
Druid Theatre,
Chapel Lane Evening Galway 1 May 1980 Garry Hynes

1980 Fascinating Foundling George Bernard Shaw Unknown Lunchtime Unknown 23 June 1980 Ben Barnes
1980 A Galway Girl Geraldine Aron Bedlam Theatre Unknown Edinburgh 1-6 Sept 1980 Garry Hynes
1980 Bar and Ger Geraldine Aron Bedlam Theatre Unknown Edinburgh 1-6 Sept 1980 Garry Hynes
1980 The Pursuit of Pleasure Garry Hynes Bedlam Theatre Unknown Edinburgh 1-6 Sept 1980 Garry Hynes
1980 Island Protected by a Bridge of Glass Garry Hynes Bedlam Theatre Unknown Edinburgh 1-6 Sept 1980 Garry Hynes

1980 Island Protected by a Bridge of Glass Garry Hynes
An Taibhdhearc na

Gaillimhe Evening Galway 23 - 25 Sept 1980 Garry Hynes



Appendix A: Druid Production History, 1975-2005

266

Year Production Playwright Venue Type Location Date(s) Director

1980 The Pursuit of Pleasure Garry Hynes
An Taibhdhearc na

Gaillimhe Evening Galway 23 - 25 Sept 1980 Garry Hynes

1980 Sundance Meir Ribalow
Druid Theatre,
Chapel Lane Lunchtime Galway 5-25 Nov 1980 Maelíosa Stafford

1980 A Doll's House Henrik Ibsen
Druid Theatre,
Chapel Lane Evening Galway 2-20 Dec 1980 Garry Hynes

1981 I Do Not Like Thee Dr. Fell Bernard Farrell
Druid Theatre,
Chapel Lane Evening Galway 27 Jan 1981 Garry Hynes

1981 Master of Two Servants George Mully
Druid Theatre,
Chapel Lane Lunchtime Galway 18 Mar 1981

Maelíosa
Stafford

1981 Dial M for Murder Frederick Knott
Druid Theatre,
Chapel Lane Evening Galway 21 Apr 1981

Maelíosa
Stafford

1981 Island Protected by a Bridge of Glass Garry Hynes
The Peacock,

Abbey Theatre Evening Dublin 15 Jun 1981 Garry Hynes

1981 Bar and Ger Geraldine Aron
The Peacock,

Abbey Theatre Lunchtime Dublin 17-19 Jun 1981 Garry Hynes

1981 I Do Not Like Thee Dr. Fell Bernard Farrell
Druid Theatre,
Chapel Lane Evening Galway 23 Jun-11 Jul 1981 Garry Hynes

1981 The Nightingale and Not the Lark Jennifer Johnston
Druid Theatre,
Chapel Lane Lunchtime Galway 16 Jul-1 Aug 1981 Garry Hynes

1981 Geography of a Horse Dreamer Sam Shepard
Druid Theatre,
Chapel Lane Evening Galway

11 - 22 Aug &
1 - 5 Sept 1981 Garry Hynes

1981 I Do Not Like Thee Dr. Fell Bernard Farrell Bell Table Arts Centre Evening Limerick 24-29 Aug 1981 Garry Hynes
1981 A Galway Girl Geraldine Aron Bell Table Arts Centre Lunchtime Limerick 26 Aug 1981 Garry Hynes

1981
The Pursuit of Pleasure

(Double bill with Endgame) Garry Hynes
Druid Theatre,
Chapel Lane Evening Galway

13 -17 Oct &
20-24 Oct 1981 Garry Hynes

1981
Endgame

(Double bill with Pursuit) Samuel Beckett
Druid Theatre,
Chapel Lane Evening Galway

13 -17 Oct &
20-24 Oct 1981 Paul Brennan

1981
Handcock's Last Half Hour
(Double bill with Traveller) Heathcote Williams

Druid Theatre,
Chapel Lane Evening Galway 27 - 31 Oct 1981 Garret Keogh
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Year Production Playwright Venue Type Location Date(s) Director

1981
Traveller (film)

(Double bill with Handcock's) Neil Jordan
Druid Theatre,
Chapel Lane Evening Galway 27 - 31 Oct 1981 Joe Comerford

1981 Much Ado About Nothing Shakespeare
Druid Theatre,
Chapel Lane Evening Galway 9 Dec 1981 Garry Hynes

Year Production Playwright Venue Show Type Location Date(s) Director

1982 Much Ado About Nothing Shakespeare
Druid Theatre,
Chapel Lane Evening Galway

5-9 Jan 1982 &
19-23 Jan 1982 Garry Hynes

1982 Much Ado About Nothing Shakespeare Hawk's Well Evening Sligo 12 - 16 Jan 1982 Garry Hynes

1982 Private Dick Maher & Mitchell
Druid Theatre,
Chapel Lane Evening Galway 1 - 20 Mar 1982 Michael Scott

1982 Private Dick Maher & Mitchell Bell Table Arts Centre Evening Limerick 22 - 27 Mar 1982 Michael Scott

1982 Accidental Death of an Anarchist Dario Fo
Druid Theatre,
Chapel Lane Evening Galway 13 Apr - 5 May 1982 Andy Hinds

1982 Accidental Death of an Anarchist Dario Fo Unknown Evening Monaghan 7 - 8 May 1982 Andy Hinds
1982 Accidental Death of an Anarchist Dario Fo Unknown Evening Tralee 11-15 May 1982 Andy Hinds
1982 Accidental Death of an Anarchist Dario Fo Unknown Evening Limerick 17-22 May 1982 Andy Hinds

1982 The Shaughraun Dion Boucicault
Druid Theatre,
Chapel Lane Evening Galway

21-24 Jun &
5 -24 Jul 1982 Garry Hynes

1982 The Shaughraun Dion Boucicault
The Peacock,

Abbey Theatre Evening Dublin 28 Jun-3 Jul 1982 Garry Hynes

1982 Shadow of the Glen J.M. Synge
Druid Theatre,
Chapel Lane Lunchtime Galway

5-7 Jul & 22-24 Jul &
29-31 Jul 1982 Garry Hynes

1982 Shadow of the Glen J.M. Synge Bedlam Theatre Unknown Edinburgh 31 Aug-4 Sept 1982 Garry Hynes

1982 Shadow of the Glen J.M. Synge
Belfast Civic Arts

Theatre Unknown Belfast 15-19 Nov 1982 Garry Hynes

1982 Playboy of the Western World J.M. Synge
Druid Theatre,
Chapel Lane Evening Galway 11-25 Aug 1982 Garry Hynes

1982 Playboy of the Western World J.M. Synge Bedlam Theatre Evening Edinburgh 30 Aug-4 Sept 1982 Garry Hynes
1982 Playboy of the Western World J.M. Synge Olympia Theatre Evening Dublin 27 Sept-2 Oct 1982 Garry Hynes
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Year Production Playwright Venue Show Type Location Date(s) Director

1982 Shadow of the Glen J.M. Synge Players' Theatre, TCD Lunchtime Dublin 27 Sept 1982 Garry Hynes
1982 Playboy of the Western World J.M. Synge Hawk's Well Evening Sligo 5-9 Oct 1982 Garry Hynes

1982 Playboy of the Western World J.M. Synge
Everyman Palace

Theatre Evening Cork 11-16 Oct 1982 Garry Hynes
1982 Playboy of the Western World J.M. Synge Unknown Evening Inis Meáin 19 Oct 1982 Garry Hynes
1982 Playboy of the Western World J.M. Synge Unknown Evening Inis Oírr 21 Oct 1982 Garry Hynes
1982 Playboy of the Western World J.M. Synge Guildhall Evening Derry 25 & 26 Oct 1982 Garry Hynes

1982 Playboy of the Western World J.M. Synge
Belfast Civic Arts

Theatre Evening Belfast 15-19 Nov 1982 Garry Hynes

1982 Accidental Death of an Anarchist Dario Fo
Druid Theatre,
Chapel Lane Evening Galway 1-11 Dec 1982 Andy Hinds

1982 I Do Not Like Thee, Dr. Fell Bernard Farrell
Druid Theatre,
Chapel Lane Evening Galway 15-22 Dec 1982 Garry Hynes

1983 The Playboy of the Western World J.M. Synge Jesuit Hall Evening Galway 12-29 Jan 1983 Garry Hynes

1983 Action Sam Shepard
Druid Theatre,
Chapel Lane Lunchtime Galway

9-12, 16-19,
& 23-26 Feb 1983 Maelíosa Stafford

1983 Mother Courage & Her Children Bertholt Brecht
Druid Theatre,
Chapel Lane Evening Galway

15 Mar,
23 Mar-16 Apr 1983 Andy Hinds

1983 The Rivals R.B. Sheridan
Druid Theatre,
Chapel Lane Evening Galway 10-28 May 1983 Garry Hynes

1983 The Rivals R.B. Sheridan Unknown Evening Limerick Unknown Garry Hynes
1983 The Rivals R.B. Sheridan Unknown Evening Cork Unknown Garry Hynes
1983 The Rivals R.B. Sheridan Unknown Evening Sligo Unknown Garry Hynes
1983 The Rivals R.B. Sheridan Unknown Evening Derry Unknown Garry Hynes

1983 A Bedtime Story Sean O'Casey
Druid Theatre,
Chapel Lane Lunchtime Galway

24-28 Jul, 8-11 Aug,
15-18 Aug 1983 Paul Brennan

1983 Wood of the Whispering M.J. Molloy
Druid Theatre,
Chapel Lane Evening Galway 2-24 Aug 1983 Garry Hynes

1983 Wood of the Whispering M.J. Molloy Kincara Hotel Evening Lisdoonvarna 12 Sept 1983 Garry Hynes
1983 Wood of the Whispering M.J. Molloy Unknown Evening Inis Oírr 14 Sept 1983 Garry Hynes
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Year Production Playwright Venue Show Type Location Date(s) Director
1983 Wood of the Whispering M.J. Molloy Unknown Evening Inis Meáin 16 Sept 1983 Garry Hynes
1983 Wood of the Whispering M.J. Molloy Unknown Evening Rossaveal 17 Sept 1983 Garry Hynes
1983 Wood of the Whispering M.J. Molloy Town Hall Evening Clifden 18 Sept 1983 Garry Hynes
1983 Wood of the Whispering M.J. Molloy Town Hall Evening Westport 19 Sept 1983 Garry Hynes
1983 Wood of the Whispering M.J. Molloy Town Hall Evening Milltown 20 Sept 1983 Garry Hynes
1983 Wood of the Whispering M.J. Molloy Unknown Evening Ballyshannon 22 Sept 1983 Garry Hynes
1983 Wood of the Whispering M.J. Molloy Unknown Evening Ballybofey 24 Sept 1983 Garry Hynes
1983 Wood of the Whispering M.J. Molloy Edmund Burke Hall Evening Dublin 27 Sept-8 Oct 1983 Garry Hynes

1983 Wood of the Whispering M.J. Molloy Leisureland Evening
Salthill,
Galway 3-6 Nov 1983 Garry Hynes

1983 Wood of the Whispering M.J. Molloy Olympia Theatre Evening Dublin 5 Dec 1983 Garry Hynes
1983 A Galway Girl Geraldine Aron Edmund Burke Hall Lunchtime Dublin 28 & 29 Sept 1983 Garry Hynes

1983 The Rising of the Moon Lady Gregory
Druid Theatre,
Chapel Lane Unknown Galway 14 Nov 1983 Garry Hynes

1983 A Bedtime Story Sean O'Casey
Druid Theatre,
Chapel Lane Unknown Galway 20 Nov 1983 Paul Brennan

1984 The Wood of the Whispering M.J. Molloy Hawk's Well Evening Sligo Jan-84 Garry Hynes
1984 Famine Tom Murphy Seapoint Ballroom Evening Salthill, Galway 2 Feb-18 Mar 1984 Garry Hynes
1984 Famine Tom Murphy An Crannóg Evening Rosmuc, Galway 21 Feb 1984 Garry Hynes
1984 Famine Tom Murphy Leisure Centre Evening Lahinch, Clare 23 Feb 1984 Garry Hynes

1984 Famine Tom Murphy Community Centre Evening
Eyrecourt,

Galway 25 & 26 Feb 1984 Garry Hynes
1984 Famine Tom Murphy Town Hall Evening Ballinrobe, Mayo 28 Feb 1984 Garry Hynes

1984 Famine Tom Murphy
St. Nathy’s

College Hall Evening
Ballaghdereen,
Roscommon 1 March 1984 Garry Hynes

1984 Famine Tom Murphy Community Centre Evening Killasser, Mayo 3 March 1984 Garry Hynes
1984 Famine Tom Murphy Seapoint Ballroom Evening Salthill, Galway 6-12 March 1984 Garry Hynes

1984 Same Old Moon Geraldine Aron
Druid Theatre,
Chapel Lane Evening Galway 30 Apr-26 May 1984 Garry Hynes

1984 Beggars Opera John Gay
Druid Theatre,
Chapel Lane Evening Galway 11 Jun-21 July 1984 Andy Hinds
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Year Production Playwright Venue Show Type Location Date(s) Director

1984 Bedtime Story Sean O'Casey
Druid Theatre,
Chapel Lane Lunchtime Galway 24-28 Jul 1984 Paul Brennan

1984 The Wood of the Whispering M.J. Molloy
Druid Theatre,
Chapel Lane Evening Galway Aug 2-25 1984 Garry Hynes

1984 On the Outside
Tom Murphy &

Noel O'Donoghue
Druid Theatre,
Chapel Lane Lunchtime Galway 29 Aug-8 Sep 1984 Paul Brennan

1984 Same Old Moon Geraldine Aron
Druid Theatre,
Chapel Lane Evening Galway 6-29 Sept 1984 Garry Hynes

1984 The Glass Managerie Tennessee Williams
Druid Theatre,
Chapel Lane Evening Galway

18 Dec 1984-18 Jan 1985
(excl 24, 25, 26, 31 Dec) Garry Hynes

1985 The Playboy of the Western World J.M. Synge Town Hall Evening
Clifden,

Co. Galway 4 Feb 1985 Garry Hynes

1985 The Playboy of the Western World J.M. Synge Town Hall Evening
Castlebar,
Co. Mayo 6 Feb 1985 Garry Hynes

1985 The Playboy of the Western World J.M. Synge Town Hall Evening
Kiltimagh,
Co. Mayo 7 Feb 1985 Garry Hynes

1985 The Playboy of the Western World J.M. Synge St. Nathy's College Evening
Ballaghdereen,
Co. Roscommon 9 & 10 Feb 1985 Garry Hynes

1985 The Playboy of the Western World J.M. Synge Community Centre Evening
Ballinamore,
Co. Leitrim 12 Feb 1985 Garry Hynes

1985 The Playboy of the Western World J.M. Synge St. Patrick's Hall Evening
Shercock,
Co. Cavan 14 & 15 Feb 1985 Garry Hynes

1985 The Playboy of the Western World J.M. Synge
Presentation

Primary School Evening
Carlow,

Co. Carlow 17 Feb 1985 Garry Hynes

1985 The Playboy of the Western World J.M. Synge St. Brigid's Convent Evening
Callan,

Co. Kilkenny 18 Feb 1985 Garry Hynes

1985 The Playboy of the Western World J.M. Synge VEC Hall Evening
Clonmel,

Co. Kilkenny 21 Feb 1985 Garry Hynes
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1985 The Playboy of the Western World J.M. Synge Donmar Warehouse Evening London 26 Feb-23 Mar 1985 Garry Hynes
1985 The Playboy of the Western World J.M. Synge Bell Table Arts Ctr Evening Limerick 26-30 Mar 1985 Garry Hynes

1985 Conversations on a Homecoming Tom Murphy
Druid Theatre,
Chapel Lane Evening Galway 16 Apr 1985 Garry Hynes

1985 Tis Pity She's a Whore John Ford
Druid Theatre,
Chapel Lane Evening Galway 18 Jun-20 Jul 1985

1985 Conversations on a Homecoming Tom Murphy
Rosary Hall,
Taylor's Hill Evening Galway 22-27 Jul 1985 Garry Hynes

1985 Conversations on a Homecoming Tom Murphy Rabbitt's Bar Evening Galway 12 Aug 1985 Garry Hynes
1985 Conversations on a Homecoming Tom Murphy Gate Theatre Evening Dublin 25-28 Sept 1985 Garry Hynes
1985 Conversations on a Homecoming Tom Murphy Olympia Theatre Evening Dublin 9-14 Dec 1985 Garry Hynes

1985 The Importance of Being Earnest Oscar Wilde
Druid Theatre,
Chapel Lane Evening Galway 29 Aug 1985 Garry Hynes

1985 Bailegangaire Tom Murphy
Druid Theatre,
Chapel Lane Evening Galway

5 Dec 1984
(excl 23, 26, 31 Dec) Garry Hynes

1986 Conversations on a Homecoming Tom Murphy Town Hall Evening
Clifden,

Co. Galway 2 Feb 1986 Garry Hynes

1986 Conversations on a Homecoming Tom Murphy Parochial Hall Evening
Louisburgh,
Co. Mayo 4 Feb 1986 Garry Hynes

1986 Conversations on a Homecoming Tom Murphy Town Hall Evening
Castlebar,
Co. Mayo 6 Feb 1986 Garry Hynes

1986 Conversations on a Homecoming Tom Murphy Town Hall Evening
Kiltimagh,
Co. Mayo 8 Feb 1986 Garry Hynes

1986 Conversations on a Homecoming Tom Murphy St. Nathy's College Evening
Ballaghdereen,
Co. Roscommon 10 Feb 1986 Garry Hynes

1986 Conversations on a Homecoming Tom Murphy Community Centre Evening
Ballinamore,
Co. Leitrim 12 Feb 1986 Garry Hynes

1986 Conversations on a Homecoming Tom Murphy St. Patrick's Hall Evening
Shercock,
Co. Cavan 14 Feb 1986 Garry Hynes
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1986 Conversations on a Homecoming Tom Murphy Balor Theatre Evening
Ballybofey,
Co. Donegal 16 Feb 1986 Garry Hynes

1986 Bailegangaire Tom Murphy Donmar Warehouse Evening London 17 Feb -15 Mar 1986 Garry Hynes
1986 Conversations on a Homecoming Tom Murphy Hawk's Well Evening Sligo 18 - 22 Feb 1986 Garry Hynes

1986 Conversations on a Homecoming Tom Murphy St. Brigid's Convent Evening
Callan,

Co. Kilkenny 24 Feb 1986 Garry Hynes

1986 Conversations on a Homecoming Tom Murphy
Central Technical

Institute Evening
Clonmel,

Co. Kilkenny 26 Feb 1986 Garry Hynes

1986 Conversations on a Homecoming Tom Murphy The Plaza Evening
Listowel,
Co. Kerry 1 Mar 1986 Garry Hynes

1986 Dracula Frank McGuinness
Druid Theatre,
Chapel Lane Evening Galway 8 Apr 1986 Monica Frawley

1986 Bailegangaire Tom Murphy Gaiety Theatre Evening Dublin 12-24 May 1986 Garry Hynes

1986 Loot Joe Orton
Druid Theatre,
Chapel Lane Evening Galway 2 June 1986 Garry Hynes

1986 Conversations on a Homecoming Tom Murphy Pepsico Summerfare Evening
Purchase,
New York 25-27 July 1986 Garry Hynes

1986 Playboy of the Western World J.M. Synge Pepsico Summerfare Evening
Purchase,
New York 31 Jul-3 Aug 1986 Garry Hynes

1986 Same Old Moon Geraldine Aron
Druid Theatre,
Chapel Lane Evening Galway 15-30 Aug 1986 Garry Hynes

1986 Conversations on a Homecoming Tom Murphy
Druid Theatre,
Chapel Lane Evening Galway 8-20 Dec 1986 Garry Hynes

1987 Conversations on a Homecoming Tom Murphy Belvoir St Theatre Evening Sydney,Aust 8-25 Jan 1987 Garry Hynes
1987 Conversations on a Homecoming Tom Murphy Cork Prison Unknown Cork 9 Feb 1987 Garry Hynes
1987 Conversations on a Homecoming Tom Murphy Arbour Hill Prison Unknown Dublin 11 Feb 1987 Garry Hynes
1987 Conversations on a Homecoming Tom Murphy Mountjoy Prison Unknown Dublin Feb 1987 Garry Hynes

1987 Conversations on a Homecoming Tom Murphy
Druid Theatre,
Chapel Lane Evening Galway 17-28 Feb 1987 Garry Hynes
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1987 Waiting for Godot Samuel Beckett
Druid Theatre,
Chapel Lane Evening Galway 26 Mar 1987 Garry Hynes

1987 A Touch of the Poet Eugene O'Neill
Druid Theatre,
Chapel Lane Evening Galway 15 Jun 1987 Garry Hynes

1987
A Whistle in the Dark

(co-production with the Abbey Theatre) Tom Murphy Jesuit Hall Evening Galway 13-25 July 1987 Garry Hynes

1987 Oedipus
Sophocles (in a version

by W.B. Yeats)
Druid Theatre,
Chapel Lane Evening Galway 12 Aug 1987 Frank Conway

1987 Conversations on a Homecoming Tom Murphy Donmar Evening London 17 Oct - 7 Nov 1987 Garry Hynes
1987 The Hostage Brendan Behan Jesuit Hall Evening Galway 28 Oct-7 Nov 1987 Jim Sheridan

1987 The Hostage Brendan Behan Town Hall Evening
Clifden,

Co. Galway 9 Nov 1987 Jim Sheridan

1987 The Hostage Brendan Behan Community Centre Evening
Lisdoonvarna,

Co. Clare 11 Nov 1987 Jim Sheridan

1987 The Hostage Brendan Behan The Plaza Evening
Listowel,
Co. Kerry 13 Nov 1987 Jim Sheridan

1987 Conversations on a Homecoming Tom Murphy
Stranmills College

Theatre, Belfast Evening
Belfast,

Northern Ireland 14-Nov-87 Garry Hynes

1987 The Hostage Brendan Behan
Scoil Mhuire

gan Smál Evening
Carlow,

County Carlow 15 Nov 1987 Jim Sheridan

1987 The Hostage Brendan Behan St. Brigid's Convent Evening
Callan,

Co. Kilkenny 17 Nov 1987 Jim Sheridan

1987 Conversations on a Homecoming Tom Murphy Rialto Evening
Derry,

Northern Ireland 17-21 Nov 1987 Garry Hynes

1987 The Hostage Brendan Behan GAA Hall Evening
Tullamore,
Co. Offaly 19 Nov 1987 Jim Sheridan

1987 The Hostage Brendan Behan Town Hall Evening
Dundalk,
Co. Louth 21 Nov 1987 Jim Sheridan

1987 The Hostage Brendan Behan Hawk's Well Evening Sligo 23-27 Nov 1987 Jim Sheridan

1987 The Hostage Brendan Behan St. Patrick's Hall Evening
Shercock,
Co. Cavan 29 Nov 1987 Jim Sheridan
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1987 The Hostage Brendan Behan Town Hall Evening
Mullingar,

Co. Westmeath 1 Dec 1987 Jim Sheridan

1987 The Hostage Brendan Behan
John R. Sea Hall

(St. Brigid's) Evening
Ballinasloe,
Co. Galway 3 Dec 1987 Jim Sheridan

1987 The Hostage Brendan Behan St. Joseph's Hall Evening

Boyle,
Co.

Roscommon 5 Dec 1987 Jim Sheridan

1987 The Hostage Brendan Behan Town Hall Theatre Evening
Kiltimagh,
Co. Mayo 7 Dec 1987 Jim Sheridan

1987 The Hostage Brendan Behan Town Hall Evening
Westport,
Co. Mayo 9 Dec 1987 Jim Sheridan

1987 The Hostage Brendan Behan An Halla Evening Inis Meáin 11 Dec 1987 Jim Sheridan
1987 Playboy of the Western World J.M. Synge Unknown Evening Sydney, Aust 28 Dec 1987 Garry Hynes

1988 Factory Girls Frank McGuinness
Druid Theatre,
Chapel Lane Evening Galway 16 Mar 1988 Garry Hynes

1988 Factory Girls Frank McGuinness Unknown Evening
Mullingar,

Co. Westmeath Unknown Garry Hynes

1988 Factory Girls Frank McGuinness Unknown Evening
Buncrana,

Co. Donegal Unknown Garry Hynes
1988 Factory Girls Frank McGuinness Tron Theatre Evening Glasgow 3-7 May 1988 Garry Hynes
1988 Factory Girls Frank McGuinness Riverside Studios Evening London 10-21 May 1988 Garry Hynes

1988 Trumpets and Raspberries Dario Fo
Druid Theatre,
Chapel Lane Evening Galway 28 Jun-30 Jul 1988 Maelíosa Stafford

1988 Little City Seamus Byrne
Druid Theatre,
Chapel Lane Evening Galway 8 August 1988 Paul Brennan

1988 I Do Not Like Thee Dr. Fell Bernard Farrell
Druid Theatre,
Chapel Lane Evening Galway

28 Nov 1988-
28 Jan 1989

Garry Hynes &
Maelíosa Stafford
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1989 A Little Like Drowning Anthony Mingella Druid Theatre, Chapel Ln Evening Galway 6 Mar-22 Apr 1989 Jane Prowse
1989 A Little Like Drowning Anthony Mingella Belltable Arts Ctr Evening Limerick 24 - 29 Apr 1989 Jane Prowse
1989 Wild Harvest Ken Bourke Druid Theatre, Chapel Ln Evening Galway 29 May-22 July 1989 Andy Hinds
1989 Lovers Brian Friel Druid Theatre, Chapel Ln Evening Galway 24 Aug-30 Sept 1989 Lynne Parker
1989 Wild Harvest Ken Bourke Tivoli Theatre Evening Galway 18 - 23 Sept 1989 Andy Hinds

1989 Wild Harvest Ken Bourke Town Hall Evening
Ballinasloe,
Co. Galway 25 Sept 1989 Andy Hinds

1989 Wild Harvest Ken Bourke Belltable Arts Ctr Evening Limerick 27-30 Sept 1989 Andy Hinds
1989 Wild Harvest Ken Bourke Community Hall Evening Scarriff, Co. Clare 2 Oct 1989 Andy Hinds

1989 Wild Harvest Ken Bourke Town Hall Evening
Clifden, Co.

Galway 4 Oct 1989 Andy Hinds

1989 Wild Harvest Ken Bourke Community Hall Evening
Claremorris,

Co. Mayo 6 Oct 1989 Andy Hinds

1989 Wild Harvest Ken Bourke Balor Theatre Evening
Ballybofey,
Co. Donegal 8 Oct 1989 Andy Hinds

1989 Wild Harvest Ken Bourke Hawk's Well Evening Sligo 11-14 Oct 1989 Andy Hinds

1989 Wild Harvest Ken Bourke GAA Hall Evening
Tullamore,
Co. Offaly 16 Oct 1989 Andy Hinds

1989 Wild Harvest Ken Bourke The Plaza Evening
Listowel,
Co. Kerry 18 Oct 1989 Andy Hinds

1989 Wild Harvest Ken Bourke Town Hall Evening
Skibereen,
Co. Cork 20 & 21 Oct 1989 Andy Hinds

1989 Wild Harvest Ken Bourke Premier Hall Evening
Thurles,

Co. Tipperary 23 Oct 1989 Andy Hinds

1989 Wild Harvest Ken Bourke St. Michael's Theatre Evening
New Ross,

Co. Wexford 25 Oct 1989 Andy Hinds

1989 Wild Harvest Ken Bourke
Kilnamanagh

Community Ctr Evening Tallaght, Dublin 27 Oct 1989 Andy Hinds

1989 Wild Harvest Ken Bourke Town Hall Evening
Shercock,
Co. Cavan 29 Oct 1989 Andy Hinds
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1990 St. Patrick's Day Richard Brindsley Sheridan Druid Theatre, Chapel Ln Evening Galway 26 Feb 1990 Jon Tarlton
1990 Antigone Jean Anouith Druid Theatre, Chapel Ln Evening Galway 7 May 1990 Martin Drury
1990 The Donahue Sisters/ The Stanley Parkers Geraldine Aron Druid Theatre, Chapel Ln Evening Galway 24 July 1990 Garry Hynes
1990 Lovers Meeting Louis D'Alton Druid Theatre, Chapel Ln Evening Galway 3 - 6 Oct 1990 Garry Hynes

1990 Lovers Meeting Louis D'Alton

Meán Scoil, Mhuire Hall,
Convent of Mercy,

Newtownsmith Unknown Galway 8 - 13 Oct 1990 Garry Hynes

1990 Lovers Meeting Louis D'Alton Town Hall Evening
Claremorris,

Co. Mayo 15 Oct 1990 Garry Hynes
1990 Lovers Meeting Louis D'Alton Hawk's Well Evening Sligo 17 - 20 Oct 1990 Garry Hynes

1990 Lovers Meeting Louis D'Alton GAA Hall Evening
Tullamore,
Co. Offaly 22 Oct 1990 Garry Hynes

1990 Lovers Meeting Louis D'Alton Brú Ború Theatre Evening
Cashel,

Co. Tipperary 24 Oct 1990 Garry Hynes
1990 Lovers Meeting Louis D'Alton Oznam Centre (Plaza) Evening Listowel, Co. Kerry 26 Oct 1990 Garry Hynes

1990 Lovers Meeting Louis D'Alton Town Hall Evening
Skibbereen,

Co. Cork 27 & 28 Oct 1990 Garry Hynes

1990 Lovers Meeting Louis D'Alton
St. Michael's

Theatre Evening
New Ross,

Co. Wexford 30 Oct 1990 Garry Hynes
1990 Lovers Meeting Louis D'Alton Kilnamanagh Comm Ctr Evening Tallaght, Dublin 1 Nov 1990 Garry Hynes
1990 Lovers Meeting Louis D'Alton Town Hall Evening Cavan, Co. Cavan 3 Nov 1990 Garry Hynes
1990 Lovers Meeting Louis D'Alton Rialto Evening Derry, N. Ireland 5 - 10 Nov 1990 Garry Hynes
1990 Lovers Meeting Louis D'Alton Town Hall Evening Newry, N. Ireland 12 & 13 Nov 1990 Garry Hynes
1990 Lovers Meeting Louis D'Alton St. Patrick's Hall Evening Armagh, N. Ireland 14 & 15 Nov 1990 Garry Hynes

1990 Lovers Meeting Louis D'Alton Ardhowen Theatre Evening

Eniskillen,
Fermanagh,

Northern Ireland 16 & 17 Nov 1990 Garry Hynes
1990 Lovers Meeting Louis D'Alton Gate Theatre Evening Dublin 19 - 24 Nov 1990 Garry Hynes

1990 Lovers Meeting Louis D'Alton County Hall Evening
Mullingar,
Westmeath 26 Nov 1990 Garry Hynes

1990 Lovers Meeting Louis D'Alton Town Hall Evening
Clifden,

Co. Galway 28 Nov 1990 Garry Hynes
1990 Lovers Meeting Louis D'Alton An Halla Evening Inis Meáin 30 Nov 1990 Garry Hynes
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1991 The Increased Difficulty of Concentration
Vaclav Haval (trans.

Katerina Ivak)
Druid Theatre,
Chapel Lane Evening Galway 6 Mar 1991 Maelíosa Stafford

1991 The Increased Difficulty of Concentration
Vaclav Haval

(trans. Katerina Ivak) Unknown Evening Limerick 23 -27 Apr 1991 Maelíosa Stafford
1991 Look Back in Anger John Osbourne Druid Theatre, Chapel Ln Evening Galway 29 May 1991 Maelíosa Stafford
1991 John Hughdy and Tom John Vincent Woods Druid Theatre, Chapel Ln Lunchtime Galway 4 July 1991 John Crowley

1991 Cheapside David Allen
Druid Theatre,
Chapel Lane Evening Galway 18 Jul - late Aug 1991

Roland
Jacquarello

1991 Shadow and Substance Paul Vincent Carroll Druid Theatre, Chapel Ln Evening Galway 23 Oct - 2 Nov 1991 Maelíosa Stafford

1991 Shadow and Substance Paul Vincent Carroll Unknown Evening
Ballina,

Co. Mayo 4 Nov 1991 Maelíosa Stafford
1991 Shadow and Substance Paul Vincent Carroll Hawk's Well Evening Sligo 6 - 9 Nov 1991 Maelíosa Stafford

1991 Shadow and Substance Paul Vincent Carroll Town Hall Theatre Evening
Dundalk,
Co. Louth 11 Nov 1991 Maelíosa Stafford

1991 Shadow and Substance Paul Vincent Carroll St. Louis Convent Evening
Monaghan,

Co. Monaghan 13 Nov 1991 Maelíosa Stafford
1991 Shadow and Substance Paul Vincent Carroll St. Patrick's Hall Evening Armagh, N. Ireland 15 & 16 Nov 1991 Maelíosa Stafford

1991 Shadow and Substance Paul Vincent Carroll St. Patrick's Hall Evening
Strabane, Co.

Tyrone, N. Ireland 17 - 18 Nov 1991 Maelíosa Stafford
1991 Shadow and Substance Paul Vincent Carroll Belltable Arts Ctr Evening Limerick 20 - 23 Nov 1991 Maelíosa Stafford

1991 Shadow and Substance Paul Vincent Carroll Town Hall Evening
Skibbereen,

Co. Cork 25 Nov 1991 Maelíosa Stafford
1991 Shadow and Substance Paul Vincent Carroll Siamsa Tíre Evening Tralee, Co. Kerry 27 & 28 Nov 1991 Maelíosa Stafford

1991 Shadow and Substance Paul Vincent Carroll Community Ctr Evening
Lisdoonvarna,

Co. Clare 30 Nov 1991 Maelíosa Stafford

1991 Shadow and Substance Paul Vincent Carroll County Hall Evening
Mullingar,
Westmeath 2 Dec 1991 Maelíosa Stafford

1991 Shadow and Substance Paul Vincent Carroll Town Hall Evening
Ballinasloe,
Co. Galway 5 Dec 1991 Maelíosa Stafford

1991 Shadow and Substance Paul Vincent Carroll Town Hall Evening
Clifden,

Co. Galway 7 Dec 1991 Maelíosa Stafford



Appendix A: Druid Production History, 1975-2005

278

Year Production Playwright Venue Show Type Location Date(s) Director
1992 Carthaginians Frank McGuinness Druid Theatre, Chapel Ln Evening Galway 5 Feb 1992 Frank McGuinness
1992 Carthaginians Frank McGuinness Rialto Entertnmt Ctr Evening Derry, N. Ireland 10 Mar 1992 Frank McGuinness

1992 Werewolves
Teresa Lubkiewicz

(trans. H. Kaut-Howson) Druid Theatre, Chapel Ln Evening Galway 27 May - 27 June 1992 Helena Kaut-Howson

1992
Odd Habits (From the works of
Mary Lavin & Francis Molloy)

Marianne Fahy &
Deirdre O'Kane Druid Theatre, Chapel Ln Lunchtine Galway 15 - 25 Jul 1992 Moya McHugh

1992 Gaslight Patrick Hamilton Druid Theatre, Chapel Ln Evening Galway 16 Jul - late Aug 1992 Vanessa Fielding

1992 The Midnight Court
Brian Merriman

(trans. David Marcus) Druid Theatre, Chapel Ln Evening Galway 18 Jul - 8 Aug 1992 Maelíosa Stafford
1992 At the Black Pigs Dyke Vincent Woods Druid Theatre, Chapel Ln Evening Galway 28 Sep -17 Oct 1992 Maelíosa Stafford
1992 At the Black Pigs Dyke Vincent Woods St. Patrick's Hall Evening Armagh, N. Ireland 20 Oct 1992 Maelíosa Stafford

1992 At the Black Pigs Dyke Vincent Woods Riverside Theatre Evening

Coleraine,
Co. Londonderry,

N. Ireland 21 & 22 Oct 1992 Maelíosa Stafford

1992 At the Black Pigs Dyke Vincent Woods Ardhowen Theatre Evening

Eniskillen,
Fermanagh,
N. Ireland 23 & 24 Oct 1992 Maelíosa Stafford

1992 At the Black Pigs Dyke Vincent Woods Abbey Centre Evening
Ballyshannon,
Co. Donegal 26 & 27 Oct 1992 Maelíosa Stafford

1992 At the Black Pigs Dyke Vincent Woods Community Centre Evening
Ballinamore,
Co. Leitrim 29 Oct 1992 Maelíosa Stafford

1992 At the Black Pigs Dyke Vincent Woods Town Hall Evening Shercock, Co. Cavan 31 Oct 1992 Maelíosa Stafford
1992 At the Black Pigs Dyke Vincent Woods Civic Arts Ctr Evening Belfast, N. Ireland 2 - 7 Nov 1992 Maelíosa Stafford
1992 At the Black Pigs Dyke Vincent Woods Town Hall Evening Trim, Co. Meath 9 Nov 1992 Maelíosa Stafford
1992 At the Black Pigs Dyke Vincent Woods Town Hall Evening Kiltimagh, Co. Mayo 11 Nov 1992 Maelíosa Stafford

1992 At the Black Pigs Dyke Vincent Woods Community Centre Evening
Glenamaddy,
Co. Galway 12 Nov 1992 Maelíosa Stafford

1992 At the Black Pigs Dyke Vincent Woods
St. Mary's

Secondary School Evening
Nenagh, Co.

Tipperary 14 Nov 1992 Maelíosa Stafford
1992 At the Black Pigs Dyke Vincent Woods Holy Family Senior Sch Evening Ennis, Co. Clare 16 Nov 1992 Maelíosa Stafford

1992 At the Black Pigs Dyke Vincent Woods GAA Hall Evening
Tullamore,
Co. Offaly 17 Nov 1992 Maelíosa Stafford
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1992 At the Black Pigs Dyke Vincent Woods St. Brigid's Hall Evening
Callan,

Co. Kilkenny 19 Nov 1992 Maelíosa Stafford
1992 At the Black Pigs Dyke Vincent Woods Theatre Royal Evening Wexford 21 Nov 1992 Maelíosa Stafford

1992 At the Black Pigs Dyke Vincent Woods St. Michael's Hall Evening
Ballyduff,

Co. Waterford 23 Nov 1992 Maelíosa Stafford

1992 At the Black Pigs Dyke Vincent Woods Town Hall Evening
Skibbereen,

Co. Cork 25 Nov 1992 Maelíosa Stafford
1992 At the Black Pigs Dyke Vincent Woods Siamsa Tíre Evening Tralee, Co. Kerry 28 - 28 Nov 1992 Maelíosa Stafford

1993 Private Dick
Richard Maherand and

Rodger Mitchell Druid Theatre, Chapel Ln Evening Galway 15 Feb 1993 Michael Scott

1993 Midnight Court
Brian Merriman

(trans. David Marcus) Mercy Convent Hall Evening Galway 4 - 15 May 1993 Maelíosa Stafford

1993 Midnight Court
Brian Merriman

(trans. David Marcus) Belltable Arts Ctr Evening Limerick 17 - 22 May 1993 Maelíosa Stafford

1993 Midnight Court
Brian Merriman

(trans. David Marcus)
Old Museum
Arts Centre Evening

Belfast,
Northern Ireland 24 - 29 May 1993 Maelíosa Stafford

1993 Midnight Court
Brian Merriman

(trans. David Marcus) Dean Crowe Hall Evening
Athlone,

Westmeath 31 May 1993 Maelíosa Stafford

1993 Midnight Court
Brian Merriman

(trans. David Marcus) Everyman Palace Evening Cork 2 - 4 June 1993 Maelíosa Stafford
1993 At the Black Pigs Dyke Vincent Woods Unknown Evening Derry, N. Ireland Unknown Maelíosa Stafford
1993 At the Black Pigs Dyke Vincent Woods Tricycle Theatre Evening London 6 - 31 Jul 1993 Maelíosa Stafford

1993
There are Tragedies and

There are Tragedies George Fitzmaurice
Druid Theatre,
Chapel Lane Lunchtime Galway 14 Jul 1993 Moya McHugh

1993 The Ointment Blue George Fitzmaurice
Druid Theatre,
Chapel Lane Evening Galway 15 Jul 1993

Maelíosa Stafford
& John Crowley



Appendix A: Druid Production History, 1975-2005

280

Year Production Playwright Venue Show Type Location Date(s) Director
1993 Belfry Billy Roche Druid Theatre, Chapel Ln Evening Galway 27 Sep 1993 Maelíosa Stafford
1993 Belfry Billy Roche Farquhar Th., Foyle Arts Ctr Evening Derry, N. Ireland 4 - 9 Oct 1993 Maelíosa Stafford

1993 Belfry Billy Roche Abbey Centre Evening
Ballyshannon,
Co. Donegal 11 Oct 1993 Maelíosa Stafford

1993 Belfry Billy Roche Town Hall Theatre Evening
Kiltimagh,
Co. Mayo 13 Oct 1993 Maelíosa Stafford

1993 Belfry Billy Roche Town Hall Theatre Evening
Ballinasloe,
Co. Galway 14 Oct 1993 Maelíosa Stafford

1993 Belfry Billy Roche Town Hall Evening Trim, Co. Meath 16 Oct 1993 Maelíosa Stafford
1993 Belfry Billy Roche Town Hall Evening Cavan, Co. Cavan 17 Oct 1993 Maelíosa Stafford
1993 Belfry Billy Roche Town Hall Evening Dundalk, Co. Louth 19 Oct 1993 Maelíosa Stafford
1993 Belfry Billy Roche St. Patrick's Hall Evening Armagh, N. Ireland 20 Oct 1993 Maelíosa Stafford

1993 Belfry Billy Roche Ardhowen Theatre Evening

Eniskillen,
Fermanagh,

Northern Ireland 22 & 23 Oct 1993 Maelíosa Stafford
1993 Belfry Billy Roche Hawk's Well Evening Sligo 24 - 26 Oct 1993 Maelíosa Stafford

1993 Belfry Billy Roche Riverside Theatre Evening

Coleraine, Co.
Londonderry

Northern Ireland 28 - 30 Oct 1993 Maelíosa Stafford

1993 Belfry Billy Roche GAA Hall Evening
Tullamore,
Co. Offaly 1 Nov 1993 Maelíosa Stafford

1993 Belfry Billy Roche Belltable Arts Ctr Evening Limerick 3 - 6 Nov 1993 Maelíosa Stafford

1993 Belfry Billy Roche Town Hall Evening
Skibbereen,

Co. Cork 8 & 9 Nov 1993 Maelíosa Stafford

1993 Belfry Billy Roche New Community Ctr Evening
Charleville,

Co. Cork 11 Nov 1993 Maelíosa Stafford

1993 Belfry Billy Roche St. Michael's Hall Evening
Ballyduff,

Co. Waterford 12 Nov 1993 Maelíosa Stafford

1993 Belfry Billy Roche
Community

Sports Complex Evening Unknown 14 Nov 1993 Maelíosa Stafford
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1994 At the Black Pigs Dyke Vincent Woods The Gate Theatre Evening Dublin 14 - 26 Feb 1994 Maelíosa Stafford
1994 At the Black Pigs Dyke Vincent Woods Belltable Arts Ctr Evening Limerick 28 Feb - 5 Mar 1994 Maelíosa Stafford
1994 At the Black Pigs Dyke Vincent Woods Cork Opera House Evening Cork 8 - 12 Mar 1994 Maelíosa Stafford
1994 At the Black Pigs Dyke Vincent Woods Watergate Theatre Evening Kilkenny 14 - 16 Mar 1994 Maelíosa Stafford
1994 At the Black Pigs Dyke Vincent Woods Hawk's Well Evening Sligo 18 -20 Mar 1994 Maelíosa Stafford
1994 At the Black Pigs Dyke Vincent Woods Druid Theatre, Chapel Ln Evening Galway 22 Mar - 2 apr 1994 Maelíosa Stafford
1994 At the Black Pigs Dyke Vincent Woods Siamsa Tíre Evening Tralee, Co. Kerry 4 & 5 Apr 1994 Maelíosa Stafford
1994 At the Black Pigs Dyke Vincent Woods Unknown Evening Toronto, Canada 9 - 16 Apr 1994 Maelíosa Stafford
1994 At the Black Pigs Dyke Vincent Woods Unknown Evening Glasgow, Scotland 3 - 7 May 1994 Maelíosa Stafford

1994 The Playboy of the West Indies Mustapha Matura

Meán Scoil, Mhuire Hall,
Convent of Mercy,

Newtownsmith Unknown Galway 2 - 12 Mar 1994 Nicolas Kent
1994 Summerhouse Robin Glendinning Druid Theatre, Chapel Ln Evening Galway 20 Apr 1994 Caroline Fitzgerald
1994 Silverlands Antoine O'Flaharta Druid Theatre, Chapel Ln Evening Galway 14 Jul 1994 Garry Hynes
1994 Song of the Yellow Bittern Vincent Woods Druid Theatre, Chapel Ln Evening Galway 22 Sep 1994 Maelíosa Stafford

1994 Song of the Yellow Bittern Vincent Woods St. Patrick's Hall Evening Armagh, N. Ireland 18 Oct 1994 Maelíosa Stafford

1994 Song of the Yellow Bittern Vincent Woods Riverside Theatre Evening

Coleraine,
Co. Londonderry,

N. Ireland 19 & 20 Oct 1994 Maelíosa Stafford

1994 Song of the Yellow Bittern Vincent Woods Ardhowen Theatre Evening

Eniskillen,
Fermanagh,
N. Ireland 21 & 22 Oct 1994 Maelíosa Stafford

1994 Song of the Yellow Bittern Vincent Woods GAA Hall Evening Tullamore, Co. Offaly 24 Oct 1994 Maelíosa Stafford

1994 Song of the Yellow Bittern Vincent Woods St. Michael's Theatre Evening
New Ross,

Co. Wexford 26 Oct 1994 Maelíosa Stafford

1994 Song of the Yellow Bittern Vincent Woods St. Michael's Hall Evening
Ballyduff,

Co. Waterford 27 Oct 1994 Maelíosa Stafford
1994 Song of the Yellow Bittern Vincent Woods Town Hall Evening Skibereen, Co. Cork 29 & 30 Oct 1994 Maelíosa Stafford
1994 Song of the Yellow Bittern Vincent Woods Watergate Theatre Evening Kilkenny 1 - 3 Nov 1994 Maelíosa Stafford
1994 Song of the Yellow Bittern Vincent Woods Siamsa Tíre Evening Tralee, Co. Kerry 4 - 6 Nov 1994 Maelíosa Stafford
1994 Song of the Yellow Bittern Vincent Woods Belltable Arts Ctr Evening Limerick 8 - 12 Nov 1994 Maelíosa Stafford

1994 Song of the Yellow Bittern Vincent Woods Balor Theatre Evening
Ballybofey,
Co. Donegal 21 Nov 1994 Maelíosa Stafford

1994 Song of the Yellow Bittern Vincent Woods Corn Mill Theatre Evening
Carrigallen,
Co. Leitrim 22 & 23 Nov 1994 Maelíosa Stafford

1994 Song of the Yellow Bittern Vincent Woods Town Hall Theatre Evening Kiltimagh, Co. Mayo 24 Nov 1994 Maelíosa Stafford
1994 Song of the Yellow Bittern Vincent Woods Town Hall Evening Clifden, Co. Galway 26 Nov 1994 Maelíosa Stafford
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1995 At the Black Pigs Dyke Vincent Woods
Carnival York Theatre,

Seymour Centre Evening
Sydney,
Australia 9 - 28 Jan 1995 Maelíosa Stafford

1995 Poor Beast in the Rain Billy Roche
Druid Theatre,
Chapel Lane Evening Galway 2 Mar 1995 Garry Hynes

1995 The Blue Macushla Tom Murphy
Druid Theatre,
Chapel Lane Evening Galway 14 June 1995 John Crowley

1995 Poor Beast in the Rain Billy Roche
Farquhar Theatre,
Foyle Arts Centre Evening

Derry,
Northern Ireland 18 - 21 Oct 1995 Garry Hynes

1995 Poor Beast in the Rain Billy Roche Balor Theatre Evening
Ballybofey,
Co. Donegal 23 Oct 1995 Garry Hynes

1995 Poor Beast in the Rain Billy Roche Backstage Theatre Evening Longford 25 & 26 Oct 1995 Garry Hynes

1995 Poor Beast in the Rain Billy Roche Town Hall Theatre Evening
Kiltimagh,
Co. Mayo 27 Oct 1995 Garry Hynes

1995 Poor Beast in the Rain Billy Roche Garage Theatre Evening Monaghan 29 Oct 1995 Garry Hynes

1995 Poor Beast in the Rain Billy Roche Riverside Theatre Evening

Coleraine, Co.
Londonderry

Northern Ireland 31 Oct - 2 Nov 1995 Garry Hynes

1995 Poor Beast in the Rain Billy Roche Ardhowen Theatre Evening

Eniskillen,
Fermanagh,

Northern Ireland 3 & 4 Nov 1995 Garry Hynes

1995 Poor Beast in the Rain Billy Roche GAA Hall Evening
Tullamore,
Co. Offaly 6 Nov 1995 Garry Hynes

1995 Poor Beast in the Rain Billy Roche Belltable Arts Ctr Evening Limerick 7 - 11 Nov 1995 Garry Hynes

1995 Poor Beast in the Rain Billy Roche St. Michael's Hall Evening
Ballyduff,

Co. Waterford 13 Nov 1995 Garry Hynes

1995 Poor Beast in the Rain Billy Roche Town Hall Evening
Skibereen,
Co. Cork 15 Nov 1995 Garry Hynes

1995 Poor Beast in the Rain Billy Roche Siamsa Tíre Evening Tralee, Co. Kerry 16 - 18 Nov 1995 Garry Hynes
1995 Poor Beast in the Rain Billy Roche Watergate Theatre Evening Kilkenny 20 - 22 Nov 1995 Garry Hynes

1995 Poor Beast in the Rain Billy Roche Brú Ború Theatre Evening
Cashel,

Co. Tipperary 23 Nov 1995 Garry Hynes
1995 Poor Beast in the Rain Billy Roche Theatre Royal Evening Wexford 25 Nov 1995 Garry Hynes
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1996 The Beauty Queen of Leenane Martin McDonagh Town Hall Theatre Evening Galway 1 Feb 1996 Garry Hynes
1996 The Beauty Queen of Leenane Martin McDonagh Dean Crowe Hall Evening Athlone 12 & 13 Feb 1996 Garry Hynes
1996 The Beauty Queen of Leenane Martin McDonagh Watergate Theatre Evening Kilkenny 15 - 17 Feb 1996 Garry Hynes
1996 The Beauty Queen of Leenane Martin McDonagh Belltable Arts Ctr Evening Limerick 19 - 24 Feb 1996 Garry Hynes
1996 The Beauty Queen of Leenane Martin McDonagh Royal Court Theatre Evening London 29 Feb - 30 Mar 1996 Garry Hynes

1996 The Singular Life of Albert Nobbs
Simone Benmussa

from a story by George Moore
Druid Theatre,
Chapel Lane Evening Galway 9 May 1996 Simone Benmussa

1996 The Loves of Cass Maguire Brian Friel Town Hall Theatre Evening Galway 25 Jun - 13 Jul 1996 Garry Hynes
1996 The Beauty Queen of Leenane Martin McDonagh Town Hall Theatre Evening Galway 15 - 19 Oct 1996 Garry Hynes

1996 The Beauty Queen of Leenane Martin McDonagh Town Hall Evening
Skibereen,
Co. Cork 22 & 23 Oct 1996 Garry Hynes

1996 The Beauty Queen of Leenane Martin McDonagh Luí na Gréine Evening
Oilean Chleire,

Co. Cork 25 & 26 Oct 1996 Garry Hynes
1996 The Beauty Queen of Leenane Martin McDonagh Siamsa Tíre Evening Tralee, Co. Kerry 28 Oct 1996 Garry Hynes

1996 The Beauty Queen of Leenane Martin McDonagh Community Ctr Evening
Portmagee,
Co. Kerry 29 Oct 1996 Garry Hynes

1996 The Beauty Queen of Leenane Martin McDonagh Town Hall Evening
Lisdoonvarna,

Co. Clare 31 Oct 1996 Garry Hynes
1996 The Beauty Queen of Leenane Martin McDonagh Halla Naomh Eoin Evening Inis Meáin 2 Nov 1996 Garry Hynes
1996 The Beauty Queen of Leenane Martin McDonagh An Halla Evening Inis Oírr 4 Nov 1996 Garry Hynes
1996 The Beauty Queen of Leenane Martin McDonagh An Halla Rónáin Evening Inis Mór 6 Nov 1996 Garry Hynes

1996 The Beauty Queen of Leenane Martin McDonagh Ardhowen Theatre Evening

Eniskillen,
Fermanagh,
N. Ireland 8 & 9 Nov 1996 Garry Hynes

1996 The Beauty Queen of Leenane Martin McDonagh Community Ctr Evening
Árainn Mhór,
Co. Donegal 11 Nov 1996 Garry Hynes

1996 The Beauty Queen of Leenane Martin McDonagh The Playhouse Evening Derry, N. Ireland 13 & 14 Nov 1996 Garry Hynes

1996 The Beauty Queen of Leenane Martin McDonagh Parochial Hall Evening
Rathlin Island,

Co. Antrim 16 Nov 1996 Garry Hynes

1996 The Beauty Queen of Leenane Martin McDonagh Parish Hall Evening
Bangor Erris,

Co. Mayo 20 & 21 Nov 1996 Garry Hynes

1996 The Beauty Queen of Leenane Martin McDonagh Parish Hall Evening
Leenane,

Co. Galway 23 Nov 1996 Garry Hynes
1996 The Beauty Queen of Leenane Martin McDonagh Duke of York's Theatre Evening London 29 Nov 1996-4 Jan 1997 Garry Hynes
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1997 Shoot the Crow Owen McCafferty Druid Theatre, Chapel Ln Evening Galway 26 Feb 1997 David Parnell
1997 The Leenane Trilogy Martin McDonagh Town Hall Theatre Evening Galway 21 Jun - 5 Jul 1997 Garry Hynes
1997 The Leenane Trilogy Martin McDonagh Royal Court Theatre Evening London 17 Jul - 13 Sep 1997 Garry Hynes

1997 The Leenane Trilogy Martin McDonagh
Everyman Palace

Theatre Evening Cork 16 - 20 Sep 1997 Garry Hynes
1997 The Leenane Trilogy Martin McDonagh Town Hall Theatre Evening Galway 22 Sep - 4 Oct 1997 Garry Hynes
1997 The Leenane Trilogy Martin McDonagh Olympia Theatre Evening Dublin 7 - 18 Oct 1997 Garry Hynes

1997 A Skull in Connemara Martin McDonagh Siamsa Tíre Evening
Tralee,

Co. Kerry 4 - 6 Nov 1997 Garry Hynes

1997 A Skull in Connemara Martin McDonagh Town Hall Evening
Skibereen,
Co. Cork 8 Nov 1997 Garry Hynes

1997 A Skull in Connemara Martin McDonagh Hawk's Well Evening Sligo 11 - 15 Nov 1997 Garry Hynes
1997 A Skull in Connemara Martin McDonagh The Lyric Theatre Evening Belfast 18 - 22 Nov 1997 Garry Hynes

1997 A Skull in Connemara Martin McDonagh St. Patrick's Hall Evening
Armagh,

Northern Ireland 25 Nov 1997 Garry Hynes
1997 A Skull in Connemara Martin McDonagh Backstage Theatre Evening Longford 26 & 27 Nov 1997 Garry Hynes
1997 A Skull in Connemara Martin McDonagh Theatre Royal Evening Wexford 29 Nov 1997 Garry Hynes

1997 A Skull in Connemara Martin McDonagh
Everyman Palace

Theatre Evening Cork 2 - 6 Dec 1997 Garry Hynes
1997 A Skull in Connemara Martin McDonagh Belltable Arts Ctr Evening Limerick 9 - 13 Dec 1997 Garry Hynes
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1998 The Leenane Trilogy Martin McDonagh Footbridge Theatre Evening Sydney 12 Jan - 31 Jan 1998 Garry Hynes
1998 The Beauty Queen of Leenane Martin McDonagh Atlantic Theater Evening New York 11 Feb 1998 Garry Hynes
1998 The Beauty Queen of Leenane Martin McDonagh Walter Kerr Theater Evening New York 14 Apr 1998 Garry Hynes
1998 Philadelphia, Here I Come Brian Friel Belltable Arts Ctr Evening Limerick 5 - 16 May 1998 Paddy Cunneen
1998 Philadelphia, Here I Come Brian Friel Backstage Theatre Evening Longford 18 - 23 May 1998 Paddy Cunneen
1998 Philadelphia, Here I Come Brian Friel Town Hall Theatre Evening Galway 25th May – 6th May Paddy Cunneen
1998 The Lonesome West Martin McDonagh Druid Theatre, Chapel Ln Evening Galway 14 July 1998 Garry Hynes
1998 The Lonesome West Martin McDonagh Backstage Theatre Evening Longford 9 - 11 Nov 1998 Garry Hynes

1998 The Lonesome West Martin McDonagh Siamsa Tíre Evening
Tralee,

Co. Kerry 13 & 14 Nov 1998 Garry Hynes
1998 The Lonesome West Martin McDonagh Belltable Arts Ctr Evening Limerick 16 - 21 Nov 1998 Garry Hynes

1998 The Lonesome West Martin McDonagh Town Hall Evening
Skibereen,
Co. Cork 23 & 24 Nov 1998 Garry Hynes

1998 The Lonesome West Martin McDonagh Town Hall Evening
Tullamore,
Co. Offaly 26 Nov 1998 Garry Hynes

1998 The Lonesome West Martin McDonagh Theatre Royal Evening Wexford 28 Nov 1998 Garry Hynes

1998 The Lonesome West Martin McDonagh Town Hall Evening
Shercock,
Co. Cavan 30 Nov 1998 Garry Hynes

1998 The Lonesome West Martin McDonagh St. Patrick's Hall Evening
Armagh,

Northern Ireland 2 & 3 Dec 1998 Garry Hynes
1998 The Lonesome West Martin McDonagh Town Hall Evening Clifden 5 Dec 1998 Garry Hynes
1998 The Lonesome West Martin McDonagh Watergate Theatre Evening Kilkenny 7 - 9 Dec 1998 Garry Hynes

1998 The Lonesome West Martin McDonagh School Yard Theatre Evening
Charleville,

Co. Cork 11 & 12 Dec 1998 Garry Hynes

1998 The Way You Look Tonight Niall Williams
Druid Theatre,
Chapel Lane Evening Galway 10 Dec 1998 Paddy Cunneen
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1999 As You Like It Shakespeare Druid Theatre, Chapel Ln Evening Galway 18 Mar 1999 Maelíosa Stafford
1999 The Lonesome West Martin McDonagh Lyceum Theatre Evening New York 27 Apr 1999 Garry Hynes
1999 The Country Boy John Murphy Druid Theatre, Chapel Ln Evening Galway 1 - 12 Jun 1999 Garry Hynes
1999 The Country Boy John Murphy Civic Theatre, Tallaght Evening Dublin 14 - 19 Jun 1999 Garry Hynes
1999 The Country Boy John Murphy Belltable Arts Ctr Evening Limerick 21 - 26 Jun 1999 Garry Hynes

1999 The Beauty Queen of Leenane Martin McDonagh
Optima Playhouse,

Adelaide Festival Centre Evening
Adelaide,
Australia 17 May - 3 Jun 1999 Garry Hynes

1999 The Beauty Queen of Leenane Martin McDonagh
Wharf 1, Sydney
Theatre Company Evening

Sydney,
Australia 21 July 1999 Garry Hynes

1999 The Country Boy John Murphy Belltable Arts Ctr Evening Limerick 26 - 30 Oct 1999 Garry Hynes
1999 The Country Boy John Murphy Hawk's Well Evening Sligo 1 & 2 Nov 1999 Garry Hynes
1999 The Country Boy John Murphy Backstage Theatre Evening Longford 4 - 6 Nov 1999 Garry Hynes

1999 The Country Boy John Murphy Town Hall Evening
Skibereen, Co.

Cork 8 & 9 Nov 1999 Garry Hynes
1999 The Country Boy John Murphy Siamsa Tíre Evening Tralee, Co. Kerry 11 - 13 Nov 1999 Garry Hynes

2000 Desert Places Paul Kennedy Druid Theatre, Chapel Ln Evening Galway 25 - 29th Jul 2000 Andrew Flynn
2000 The Hackney Office Michael Collins Druid Theatre, Chapel Ln Evening Galway 5 Dec 2000 - 5 Jan 2001 Garry Hynes
2000 On Raftery's Hill Marina Carr Town Hall Theatre Evening Galway 9 May 2000 Garry Hynes
2000 On Raftery's Hill Marina Carr Gate Theatre Evening Dublin 26 May 2000 Garry Hynes

2000 On Raftery's Hill Marina Carr
Eisenhower Theater,

Kennedy Center Evening Washington, DC 18 -21 May 2000 Garry Hynes

2000 On Raftery's Hill Marina Carr
Royal Court,

Jerwood Theatre Evening London 29 June-22 July Garry Hynes
2000 The Bower Wall Paul O'Brien Nun’s Island Theatre Evening Galway 27 - 30 Apr 2000 Selena Kelly
2000 The Beauty Queen of Leenane Martin McDonagh The Gaiety Theatre Evening Dublin 21 Feb - 11 Mar 2000 Garry Hynes
2000 The Beauty Queen of Leenane Martin McDonagh Town Hall Theatre Evening Galway 13 - 18 Mar 2000 Garry Hynes
2000 The Beauty Queen of Leenane Martin McDonagh The Gaiety Theatre Evening Dublin 17 Jul -9 Sep 2000 Garry Hynes
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2001 The Welcome Gerald Murphy Druid Theatre, Chapel Ln Evening Galway 23 - 27 Jan 2001 Mark O'Brien
2001 It Just Came Out Christian O'Reilly Druid Theatre, Chapel Ln Evening Galway 25 - 28 Apr 2001 Audrey Devereux
2001 The Spirit of Annie Ross Bernard Farrell Town Hall Theatre Evening Galway 30 May 2001 Bairbre Ní Chaoímh
2001 The Lonesome West Martin McDonagh Druid Theatre, Chapel Ln Evening Galway 14 Jul 2001 Garry Hynes
2001 Learning to Love Doreen Noonan Owen Dunne Druid Theatre, Chapel Ln Evening Galway 18 - 28 Jul 2001 Andrew Flynn
2001 The Lonesome West Martin McDonagh Gaiety Theatre Evening Dublin 2 Aug - 29 Sep 2001 Garry Hynes
2001 The Lonesome West Martin McDonagh Town Hall Theatre Evening Galway 2-6 October 2001 Garry Hynes
2001 Abeyance Abbie Spallen Druid Theatre, Chapel Ln Evening Galway 21 - 24 Nov 2001 Kirsten Sheridan
2001 My Brilliant Divorce Geraldine Aron Town Hall Theatre Evening Galway 28 Nov - 8 Dec 2001 Garry Hynes

2002 The Good Father Christian O'Reilly Druid Theatre, Chapel Ln Evening Galway 19 Jul - 28 Aug 2002 Garry Hynes
2002 Sive John B. Keane Town Hall Theatre Evening Galway 10 - 21 Sep 2002 Garry Hynes
2002 Sive John B. Keane Cork Opera House Evening Cork 24 - 28 Sep 2002 Garry Hynes
2002 Sive John B. Keane Glór Music Centre Evening Ennis, Co. Clare 1 - 5 Oct 2002 Garry Hynes
2002 Sive John B. Keane Olympia Theatre Evening Dublin 8 - 26 Oct 2002 Garry Hynes

2003 The Good Father Christian O'Reilly Project Theatre Evening Dublin 6 Feb - 1 Mar 2003 Garry Hynes
2003 My Brilliant Divorce Geraldine Aron Apollo Theatre Evening London 24 Feb - 17 May 2003 Garry Hynes
2003 The Good Father Christian O'Reilly Druid Theatre, Chapel Ln Evening Galway 3 - 8 Mar 2003 Garry Hynes
2003 The Good Father Christian O'Reilly Dunamaise Arts Ctr Evening Portlaoise, Co. Laois 10 - 15 March 2003 Garry Hynes
2003 The Good Father Christian O'Reilly Druid Theatre, Chapel Ln Evening Galway 17 - 22 March 2003 Garry Hynes
2003 The Good Father Christian O'Reilly Civic Ctr, Tallaght Evening Dublin 24 - 29 March 2003 Garry Hynes
2003 The Good Father Christian O'Reilly Glór Music Centre Evening Ennis, Co. Clare 31 Mar - 5 Apr 2003 Garry Hynes
2003 Sive John B. Keane Town Hall Theatre Evening Galway 15 - 19 Apr 2003 Garry Hynes
2003 Sive John B. Keane Ireland's Nat’l Events Ctr (INEC) Evening Killarney, Co. Kerry 22 - 26 Apr 2003 Garry Hynes
2003 Sive John B. Keane Gaiety Theatre Evening Dublin 28 Apr - 24 May 2003 Garry Hynes
2003 Sive John B. Keane Cork Opera House Evening Cork 27 - 31 May 2003 Garry Hynes
2003 Sharon's Grave John B. Keane Town Hall Theatre Evening Galway 9 - 20 Sep 2003 Garry Hynes
2003 Sharon's Grave John B. Keane Cork Opera House Evening Cork 23 - 27 Sep 2003 Garry Hynes
2003 Sharon's Grave John B. Keane Gaiety Theatre Evening Dublin 29 Sep - 7 Oct 2003 Garry Hynes
2003 Sharon's Grave John B. Keane Hawk's Well Evening Sligo 9 - 12 Oct 2003 Garry Hynes
2003 Sharon's Grave John B. Keane Gaiety Theatre Evening Dublin 3 - 15 Nov 2003 Garry Hynes
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2004 The Playboy of the Western World J. M. Synge Town Hall Theatre Evening Galway 10 - 21 Feb 2004 Garry Hynes
2004 The Playboy of the Western World j. M. Synge Gaiety Theatre Evening Dublin 23 Feb - 20 Mar 2004 Garry Hynes
2004 The Playboy of the Western World J. M. Synge Geesala Evening Co. Mayo 23 March 2004 Garry Hynes
2004 The Playboy of the Western World J. M. Synge Unknown Evening Inis Meáin 25 March 2004 Garry Hynes
2004 The Playboy of the Western World J. M. Synge Unknown Evening Inis Oírr 26 March 2004 Garry Hynes
204 The Playboy of the Western World J. M. Synge Unknown Evening Inis Mór 27 March 2004 Garry Hynes

2004 The Playboy of the Western World J. M. Synge Royal Theatre Evening
Castlebar,
Co. Mayo 30 Mar - 3 Apr 2004 Garry Hynes

2004 The Playboy of the Western World J. M. Synge The Blasket Centre Evening
Dun Chaoin,

Co. Kerry 05 April 2004 Garry Hynes

2004 The Playboy of the Western World J. M. Synge Siamsa Tíre Evening
Tralee,

Co. Kerry 6 - 10 Apr 2004 Garry Hynes
2004 The Well of the Saints & The Tinker's Wedding J. M. Synge Town Hall Theatre Evening Galway 3 - 18 Sep 2004 Garry Hynes

2004 The Well of the Saints & The Tinker's Wedding J. M. Synge Brockagh Resource Ctr Evening
Laragh,

Co. Wicklow 21 - 25 Sep 2004 Garry Hynes

2004 The Well of the Saints & The Tinker's Wedding J. M. Synge Glór Music Centre Evening
Ennis,

Co. Clare 27 Sep - 2 Oct 2004 Garry Hynes
2004 The Well of the Saints & The Tinker's Wedding J. M. Synge Tivoli Theatre Evening Dublin 4 - 9 Oct 2004 Garry Hynes

2004 The Well of the Saints & The Tinker's Wedding J. M. Synge An Grianán Theatre Evening
Letterkenny,
Co. Donegal 11 - 16 Oct 2004 Garry Hynes

2005 The Playboy of the Western World J. M. Synge
His Majesty's

Theatre Evening
Perth,

Australia 1 - 6 Mar 2005 Garry Hynes
2005 DruidSynge J. M. Synge Town Hall Theatre Evening Galway 29 Jun -30 Jul 2005 Garry Hynes
2005 DruidSynge J. M. Synge Olympia Theatre Evening Dublin 2 Aug - 20 Aug 2005 Garry Hynes

2005 DruidSynge J. M. Synge King's Theatre Evening
Edinburgh,
Scotland 27 Aug - 3 Sep 2005 Garry Hynes

2005 DruidSynge J. M. Synge
Dun Chonchuir &

Halla Naiomh Eoin Evening Inis Meáin 7 - 11 Sep 2005 Garry Hynes
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Appendix B
The Works of Tom Murphy

Because Tom Murphy tends to revise his texts with each new printed edition of
his work, this listing allows the reader to see the trajectory of Murphy’s
published work. Within each entry, editions are listed chronologically.
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Alice Trilogy
Alice Trilogy. London: Methuen Drama, 2005. Print.
Plays: 5 (Too Late for Logic, The Wake, The House, Alice Trilogy). London:

Methuen Drama, 2006. Print.

Bailegangaire
Bailegangaire. Dublin: Gallery Books, 1986. Print.
After Tragedy. Three Plays by Tom Murphy (The Gigli Concert, Bailegangaire,

Conversations on a Homecoming). London: Methuen, 1988. Print.
Plays: 2 (Conversations on a Homecoming, Bailegangaire, A Thief of a

Christmas). London: Methuen, 1993. Rev. Ed. London: Methuen Drama,
2005. Print.

Bailegangaire. London: Methuen, 2001. Print.
The Methuen Drama Anthology of Irish Plays (The Hostage, Brendan Behan;

Bailegangaire, Tom Murphy; The Belle of Belfast City, Christina Reid; The
Steward of Christendom, Sebastian Barry; The Cripple of Inishmaan,
Martin McDonagh). London: Methuen Drama, 2008. Print.

The Blue Macushla
Plays: 1 (Famine, The Patriot Game, The Blue Macushla). London: Methuen,

1992. Print.
Plays: 1 (Famine, The Patriot Game, The Blue Macushla). London: Methuen,

1992. Rev. Ed. London: Methuen, 1997. Print.

The Cherry Orchard
This play is an adaptation of Anton Chekhov’s 1904 play of the same name.

The Cherry Orchard. London: Methuen, 2004. Print.
Plays: 6 (The Vicar of Wakefield, The Cherry Orchard, The Drunkard, The Last

Days of a Reluctant Tyrant). London: Methuen Drama, 2010.

Conversations on a Homecoming
Conversations on a Homecoming. Dublin: Gallery Press, 1986. Print.
After Tragedy. Three Plays by Tom Murphy (The Gigli Concert, Bailegangaire,

Conversations on a Homecoming). London: Methuen, 1988. Print.
Plays: 2 (Conversations on a Homecoming, Bailegangaire, A Thief of a

Christmas). London: Methuen, 1993. Rev. Ed. London: Methuen Drama,
2005. Print.
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A Crucial Week in the Life of a Grocer’s Assistant
The Fooleen Dixon, Calif.: Proscenium Press, 1968. Print. [This title was

subsequently changed to A Crucial Week in the Life of a Grocer’s Assistant.]
A Crucial Week in the Life of a Grocer’s Assistant. Dublin: Gallery Press, 1978.

Print.
A Whistle in the Dark and Other Plays (A Whistle in the Dark, A Crucial Week

in the Life of a Grocer’s Assistant, On the Outside, On the Inside). London:
Methuen, 1989. Print.

Plays: 4 (A Whistle in the Dark, A Crucial Week in the Life of a Grocer’s
Assistant, On the Outside, On the Inside). London: Methuen Drama, 1997.
Print.

The Drunkard
After W.H. Smith’s 1844 adaptation of the anonymous work The Drunkard.

Smith’s full title The Drunkard; or, The Fallen Saved; A Moral Domestic
Drama in Five Acts.

The Drunkard. Dublin: Carysfort Press, 2004. Print.
Plays: 6 (The Vicar of Wakefield, The Cherry Orchard, The Drunkard, The Last

Days of a Reluctant Tyrant). London: Methuen Drama, 2010. Print.

Famine
Famine. Dublin: Gallery Press, 1977. Print. [This edition reprinted 1984.]
Plays: 1 (Famine, The Patriot Game, The Blue Macushla). London: Methuen,

1992. Print.
Famine. London: Methuen, 2001. Print.

The Fooleen (see entry for A Crucial Week in the Life of a Grocer’s
Assistant)

The Gigli Concert
The Gigli Concert. Dublin: Gallery Press, 1984. Print.
After Tragedy. Three Plays by Tom Murphy (The Gigli Concert, Bailegangaire,

Conversations on a Homecoming). London: Methuen, 1988. Print.
The Gigli. London: Methuen, 1991. Print.
Plays: 3 (The Morning After Optimism, The Sanctuary Lamp, The Gigli

Concert). London: Methuen Drama, 1994. Print.
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The House
The House. London: Methuen, 2000. Print.
Plays: 5 (Too Late for Logic, The Wake, The House, Alice Trilogy). London:

Methuen Drama, 2006. Print.

The Informer
Murphy’s adaptation of Liam O’Flaherty’s 1925 novel of the same name.

The Informer. Dublin: Carysfort Press. 2008. Print.

The Last Days of a Reluctant Tyrant
(inspired by Mikhail Saltykov-Shchedrin’s 1876 novel The Golovlyov Family.

The Last Days of a Reluctant Tyrant. London: Methuen Drama, 2009. Print.
Plays: 6 (The Vicar of Wakefield, The Cherry Orchard, The Drunkard, The Last

Days of a Reluctant Tyrant). London: Methuen Drama, 2010. Print.

The Morning After Optimism
The Morning After Optimism. Cork/Dublin: Mercier, 1973. Print.
Plays: 3 (The Morning After Optimism, The Sanctuary Lamp, The Gigli

Concert). London: Methuen Drama, 1994. Print.

On the Inside
On the Inside (with On the Outside). Dublin: Gallery Press, 1976. Print.
A Whistle in the Dark and Other Plays (A Whistle in the Dark, A Crucial Week

in the Life of a Grocer’s Assistant, On the Outside, On the Inside). London:
Methuen, 1989. Print.

Plays: 4 (A Whistle in the Dark, A Crucial Week in the Life of a Grocer’s
Assistant, On the Outside, On the Inside). London: Methuen Drama, 1997.
Print.

On the Outside
On the Outside (with On the Inside). Dublin: Gallery Press, 1976. Print. New

edition, Dublin: Gallery Press, 1984. Print.
A Whistle in the Dark and Other Plays (A Whistle in the Dark, A Crucial Week

in the Life of a Grocer’s Assistant, On the Outside, On the Inside). London:
Methuen, 1989. Print.

Plays: 4 (A Whistle in the Dark, A Crucial Week in the Life of a Grocer’s
Assistant, On the Outside, On the Inside). London: Methuen Drama, 1997.
Print.
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The Orphans
Contemporary Drama: 2 The Orphans. Dixon, Calif. or Newark, Del.:

Proscenium Press, 1974. Print.
“Drama Supplement—The Orphans”. The Journal of Irish Literature 3 (1974):

n.p. Print.

The Patriot Game
Plays: 1 (Famine, The Patriot Game, The Blue Macushla). London: Methuen,

1992. Print.

The Sanctuary Lamp
The Sanctuary Lamp. Swords: Poolbeg Press, 1976. Print.
The Sanctuary Lamp. Dublin: Gallery Press, 1984. Print.
Plays: 3 (The Morning After Optimism, The Sanctuary Lamp, The Gigli

Concert). London: Methuen Drama, 1994. Print.
The Sanctuary Lamp. London: Methuen Drama, 2001. Print.

She Stoops to Folly (see entry for The Vicar of Wakefield)

A Thief of a Christmas
Plays: 2 (Conversations on a Homecoming, Bailegangaire, A Thief of a

Christmas). London: Methuen, 1993.

Too Late for Logic
Too Late for Logic. London: Methuen Drama, 1990. Print.
---. London: Methuen Drama, 1990. Print.
Plays: 5 (Too Late for Logic, The Wake, The House, Alice Trilogy). London:

Methuen Drama, 2006. Print.

The Vicar of Wakefield (Originally published in 1996 as She Stoops to
Folly).

The play is derived from Oliver Goldsmith’s 1766 novel of the same name.

She Stoops to Folly. London: Methuen Drama, 1996. Print.
Plays: 6 (The Vicar of Wakefield, The Cherry Orchard, The Drunkard, The Last

Days of a Reluctant Tyrant). London: Methuen Drama, 2010. Print.
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The Wake (A stage adaptation of Murphy’s 1994 novel The Seduction of
Morality)

The Wake. London: Methuen, 1998. Print.
Plays: 5 (Too Late for Logic, The Wake, The House, Alice Trilogy). London:

Methuen Drama, 2006. Print.

A Whistle in the Dark
A Whistle in the Dark. New York: Samuel French, 1970. Print.
A Whistle in the Dark. Dublin: Gallery Press, 1984. Print.
A Whistle in the Dark. London: Methuen, 1989. Print.
A Whistle in the Dark and Other Plays (A Whistle in the Dark, A Crucial Week

in the Life of a Grocer’s Assistant, On the Outside, On the Inside). London:
Methuen, 1989. Print.

Plays: 4 (A Whistle in the Dark, A Crucial Week in the Life of a Grocer’s
Assistant, On the Outside, On the Inside). London: Methuen Drama, 1997.
Print.
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Appendix C
Archives Consulted

In researching this study, I consulted various archival materials, which are listed
below. Since the needs of individual researchers vary, I will not provide a
detailed accounting of the holdings of each archive. I do, however, provide a
list of the materials I consulted at each location.
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Druid Theatre; Flood Street; Galway, Ireland.
Back to the Cradle. RTE. Produced by Paul Cusack, 1984. Video.
Bailegangaire Produced by Druid, 1986. Video.
Conversations on a Homecoming. Produced by Druid, 1985. Video.
On the Outside. Produced by Druid, 1984. Video.

Druid maintains its own video archive collection, and no listing of Druid videos
exists to date.

Irish Film Archive; Irish Film Institute; Eustace Street; Dublin, Ireland.
Between Heaven and Woolworths. Art on Film Series. RTÉ 1, Dublin.

Produced by Yellow Asylum Films, 1993. Dir. Alan Gilsenan. Video.
“Sing on Forever.” Arts Lives. RTÉ, Dublin. 11 Mar. 2003. Dir. Alan

Gilsenan. Video.

The Irish Film Archive does not have a listing of its holdings. For more
information on the Archive, please visit: http://www.irishfilm.ie/archive/.

National University of Ireland, Galway; James Hardiman Library; Galway,
Ireland.

Bailey Allen Papers. MS T16. James Hardiman Lib. Archives, Galway.
Druid Theatre Company. MS T2. James Hardiman Lib. Archives, Galway.

The Bailey Allen Papers contain materials such as photographs, mementos, and
theatre programmes that belonged to Frank J. Bailey, co-founder of Galway’s
short-lived Celtic Arts Theatre, from the period 1940-1971. The Druid
collection contains press clippings and some production materials from the
period 1975 to 2008. For more information, please visit:
http://www.library.nuigalway.ie/collections/archives/.

Trinity College Dublin; Manuscripts and Archives Research Library; Dublin,
Ireland.

The Papers of Tom Murphy. MS TCD 11115. Trinity College, Dublin.

The collection contains drafts of published and unpublished works as well as
television and radio plays, correspondence and contracts from the period 1949-
2000. For more information, please visit: http://marloc.library.tcd.ie/calmview/.
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