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Ireland has, according to Foreign Policy Magazine, become the “most globalized country in the world” 
 – a development that has been evident in many ways: the enrichment of Ireland’s economy due to foreign direct investment, the influx of migrant workers to the country, and the influence of mass media cultures on Irish life. It is also particularly notable in the development of Irish theatre since the early 1990s: Irish plays have toured widely on the international stage, international theatre companies and practices are being imported into Ireland, and Irish writers are exploring themes of global, rather than national or local, relevance. 
This paper explores one of the more interesting ways in which globalisation has affected the recent history of Irish theatre: the development of regionalisation in Irish drama since 1990. A discussion of four recent Irish plays, all produced by “regional” theatre companies, is provided. I suggest that contemporary Irish theatre is dominated by two impulses, both of which arise from globalisation, but which tend towards opposite outcomes. On the one hand, theatre companies are attempting to respond to globalisation by producing theatre with a regionalised perspective; but, at the same time, many of those companies are attempting to produce theatre that may travel freely across regional, national, and international boundaries. The combined effects of globalisation, regionalisation, and localisation – and the promotion of mobility as the “most powerful and most coveted stratifying factor” in contemporary society (Bauman: 1999, p. 9) –have led to a number of clashes between theatre companies and their local audiences. The purpose of this paper is to describe some of these clashes, and to discuss how much recent Irish writing has attempted to resolve them. 

Regionalisation in Ireland is a process associated with globalisation, whereby political sovereignty becomes dispersed from national to regional spaces. The growth of political regionalisation, especially in Europe, is frequently spoken of in relation to globalisation, the theory being that the erosion of national sovereignty encouraged by globalisation has led to the diffusion of political power from national capitals to regional centres. In Ireland, that erosion has been slow to take place: the Republic of Ireland was divided into two political regions only in 2000. The first is an affluent region that comprises Dublin, Cork, and the other urbanised, wealthy counties on the country’s east and south-east coasts. The second is termed the “BMW” region, which comprises the poorer border, midlands, and western counties (hence the possibly ironic acronym BMW). Far from being an attempt to disperse political agency, the formation of the BMW region was widely perceived as a cynical attempt on the part of the Irish government to secure continued structural funding from the EU, despite Ireland’s relative wealth. 

This failure of political regionalisation in Ireland contrasts with the success of the Irish Arts Council’s policies on cultural regionalisation or decentralisation. Beginning in the 1970s, and accelerating rapidly during the 1990s, these policies facilitated the growth of numerous theatre companies and spaces throughout Ireland.  “The Arts Council in Dublin made a partial move towards decentralisation in 1974 when it established the Irish Theatre Company, a state funded touring group,” writes Christopher Morash (2002, p. 253):

In spite of the quality of the ITC’s work, by 1981 it was acknowledged that hauling light and sound around the country could no longer be justified by the argument that smaller Irish town and cities lacked the expertise and audiences to support their own theatres. There were, quite simply, too many small groups spread throughout the island who waited only for the tiniest subsidies to turn professional. When that support came, it brought about a seismic shift that would utterly transform the geography of Irish theatre (253). 

The first example of this seismic shift towards regionalisation is Druid Theatre, which was founded in 1975 in Galway. Druid was soon followed by other companies that set out to adopt a specifically regionalised relationship with their audiences; Dublin’s Passion Machine, Island Theatre Company in Limerick, Red Kettle in Waterford, and Corcodorca in Cork are among the prominent examples of this phenomenon. The emergence of such companies arose from the perception that theatrical production was excessively focussed on Dublin (indeed, prior to 1975, the only subsidised theatres in the Republic of Ireland were the Abbey and the Gate – both in Dublin). The decision to introduce a touring theatre company as a response to this situation makes sense, but it is similarly understandable that audiences ultimately rejected these offerings: theatrical productions were not generated from within a local community but were instead produced in the metropolitan centre and dispersed regionally, which means that audiences were permitted to receive theatre, but not to create it. The transformation of Irish Arts policy from the early 1980s onwards promoted the idea that local communities should be in a position to produce their own theatre, rather than having theatre brought to them from a national centre which might not share the values, preoccupations, or expectations of local communities. 
This process accelerated in the 1990s, when the Arts Council began to shift its focus away from funding touring theatre towards funding a greater number of local theatre companies and buildings instead. In 1990, the total funding made available by the Arts Council for theatre in Ireland was a mere €4.5 million. By 1999, that figure had increased to €10.5 million, much of it dedicated to the development of a regional infrastructure for Irish theatre.
 This increase had numerous important effects. In 1990, only thirty-three companies and venues received funding for theatre from the Council. Most of the thirty-three were based in Ireland’s urban centres (Cork, Dublin, Galway, Limerick, Sligo, and Waterford), which means that theatre provision was unequally distributed throughout the country at this time
. Furthermore, almost all of the institutions receiving funding were producing the same kinds of work. While there is no doubting the importance of such companies as Charabanc, Druid, Field Day and Rough Magic – not to mention the Abbey and the Gate – it is notable that Irish theatre at this time was almost entirely dedicated to naturalistic productions of Irish writing and international classics. The only specialised area receiving funding was theatre-in-education, with such companies as Second Age, TEAM, and Meridian receiving considerable sums of money in support of their activities with school audiences. 

By 2002, however, sixty-seven venues and companies were receiving funding in the Republic of Ireland, an increase of more than 100 percent in a decade
. An integrated regional infrastructure had been put in place, so that twenty of the twenty-six counties in the Republic of Ireland now have at least one theatre venue or company; while in Dublin, new venues were established in the capital’s suburban centres. Furthermore, greater versatility, experimentation, and variation are now evident in the work of the country’s theatre companies. Druid, Rough Magic, the Abbey, and the Gate all continue to receive funding, but they are now part of a sector that includes companies established to explore new ways of working, and to develop new audiences. These include Barrabas, Blue Raincoat, Corn Exchange and Loose Canon, all of which explore ideas about movement; Calypso, a politically-motivated company that aims to address marginalisation in Ireland; Fabulous Beast and Cois Céim, which are leading the developing of dance theatre in the country; and numerous other companies that set out to explore different styles and methodologies. 

Regionalisation in Irish theatre is not a new phenomenon. As Christopher Morash has shown, the entire island of Ireland was seen as a ‘regional’ touring network from the eighteenth to the early twentieth centuries by London theatre producers, who would bring seasonal productions to Ireland (44, 105). With the emergence of cultural nationalism in Ireland in the early years of the twentieth century, regionalisation came to be understood in new ways in Ireland: the foundation of the Abbey Theatre as the National Theatre of Ireland in 1904 inspired the foundation of the Ulster Literary Theatre (the ULT, founded in November 1904), and a similar movement in Cork (founded in 1908). Such movements conceived of themselves as part of the national theatre movement, but they were also able to adopt a regionalised perspective: they addressed specifically regional concerns while also offering local communities the opportunity to resist, critique or embrace the totalising national narratives imposed upon them from the metropolitan centre. Hence, regionalisation in Irish theatre involves a stance of inclusion and distance simultaneously: regionalised theatres are part of the nation’s theatre, but capable of critiquing narratives of the nation that attempt to elide regional differences. The movements in Cork and Ulster soon dissipated however, with the result that, from 1920 onwards, professional theatre in Ireland was generally restricted to the urban centres of Dublin and Belfast, while in the rest of the country a strong amateur movement developed, thriving throughout Ireland until the 1970s.  Having described this situation, the purpose of the next section of this paper is to explain how it may be understood as a consequence of the increased globalisation of Irish society.
2. 

The development of regional theatre in Ireland in the final quarter of the twentieth century described above is intimately connected with the rise of globalisation, and the effects it has on the construction of cultural spaces as ‘cores’ and ‘peripheries’. The distinction between core and periphery is particularly influenced by the increase in mass-mediated entertainment, which is regarded by many as a negative process that promotes the homogenisation of culture. Yet literature and other “high arts” have tended towards internationalisation since the nineteenth century or earlier. The concept of a world literature (weltliteratur) was originally mooted by Goethe, and developed by Marx and Engels: the avant garde, as well as the educated elite, of most countries have always tended towards the cosmopolitan. How then does globalisation represent a new departure for world literature? 

The impact of globalisation on literature is manifested in the de-territorialisation of the relationship between core and periphery in literary production. Franco Moretti and Pascale Casanova both argue that the current world literary system should be distinguished from those that existed in previous eras because it is founded upon a relationship of core and periphery: that it is a unitary system, but comprised of unequal parts. As Moretti writes, the system is “one and unequal: with a core, and a periphery (and a semiperiphery) that are bound together in a relationship of growing inequality” (Moretti, 2000: p. 56, emphasis in original). In the area of theatre, Rustom Bharucha also argues that globalisation involves an unequal relationship between core and periphery. He focuses on countries in the developing world, pointing out that the transfer of cultural productions in the West is governed by copyright, and involves authorship and (usually) the payment of royalties. He contrasts this with the “cultural piracy” that has led to aspects of peripheral cultures being assimilated into the core. 

While the insights of Bharucha, Casanova, and Moretti are useful, they may be used to obscure the fact that the relationship of core and periphery is no longer simply geographical or physical. Although, as Bharucha shows, geography remains an influence on the distribution of power, core and periphery are also formed within national boundaries. Examples of “cultural piracy” thus include the commodification of African-American urban youth culture by US multinationals, or the assimilation of feminist rhetoric into mass entertainment (cf. Gilroy: 2001, pp. 242-278 and Greer: 1999, pp. 136-144). Core values are much the same throughout the globalised world, but peripheries may differ from one locality to another. The formation of core and periphery hence operates on a cultural and conceptual level, with the value of one over the other operating on a deterritorialised basis. 

One of the principle causes of the formation of core and periphery is the impact of mobility on the production of culture. The relationship of core to periphery should be understood in terms of the mobility of cultural and conceptual spaces. The social “core” of a globalised society is defined by mobility, its periphery by stasis. Globalisation thus involves an increase in the movement of people across national boundaries, but the relative status of business executives, tourists, and displaced peoples, economic migrants and asylum seekers varies considerably, notwithstanding the fact that all exemplify the imperative to be mobile.. The promotion of mobility as a desirable value lies in the impact of the ideology of free-market capitalism on social relations. As Bauman suggests, mobility has become the dominant value of many organisations and individuals in the globalising world, having now risen to “the rank of the uppermost among the coveted values – and the freedom to move, perpetually a scarce and unequally distributed commodity, fast becomes the main stratifying factor of our late-modern or postmodern times” (3).

In order to capitalise on the opportunities now available for touring and joint productions, theatre companies are increasingly attempting to free themselves of the “tyranny of buildings” (Peter: 2001, p. 12). There is however a risk that because mobility promotes stratification – or the formation of core and periphery – that theatre companies may neglect the localities in which they are based, by focussing excessively on the need to be mobile. This is an example of the growing importance of localisation, a phenomenon that arises as a direct result of globalisation, as Anthony Giddens explains when he writers that, “local transformation is as much part of globalization as the lateral extension of social connections across time and space” (Giddens: 1990, p. 64). Such local transformations may involve a loss of agency. Bauman states that, as a result of globalisation, “Localities are losing their meaning-generating and meaning-negotiating capacity and are increasingly dependent on sense-giving and interpreting actions which they do not control” (2-3). Even people who are not entitled to benefit from globalisation by being mobile will understand their relationship to their own localities from of a globalised perspective. Waters reminds us that globalisation is not “merely or even mainly about such grand, centre-stage activities as corporate mega-mergers and world political forums” (Waters: 2001, p. 14). Rather, as Appadurai suggests, “the residents of a local area will increasingly want to make conscious decisions about which values and amenities they want to stress in their communities, and … these decisions will increasingly be referenced against global scapes” (Appadurai: 1996, p. 5). Theatres may therefore act as promoters of individualised and localised decision-making about global culture, providing an outlet for the construction of “local repertoires” of expression. Globalisation facilitates but does not necessitate intercultural exchange: mobility therefore presents the challenge to theatres of maintaining a balance between global success and attending to the needs of the localities in which they are based. 

If the core is defined as mobile against a static periphery, the physical space of a theatre building – which can produce or host mobile theatre products, but is itself firmly rooted in space – may become devalued. Theatres may respond to this situation in one of two ways. They may surrender to the promotion of mobility by acting as hosts for mobile theatre products that move freely from one location to another, without establishing a local relationship with audiences. Or they may act as a means for local communities to comment on and combat the formation of core and periphery, by producing theatre that explores localised and regionalised modes of representation and reception. This might involve the production of locally-focussed work, but it might also involve the creation of space in which regionalised responses to theatre might be expressed. In practice, however, most theatre companies find themselves attempting to achieve a balance of these two responses, with varying results. 

The strength of regional theatre in Ireland may thus be seen as arising from a desire to react against the homogenising tendencies of globalisation. It is interesting to note that this process arises from Arts Council funding and policy, showing how state and national structures can promote regional diversity. However, the economics of the Irish stage mean that very few professional theatre companies can survive by depending exclusively on local audiences. Ireland’s population is relatively small, and it is only in Dublin, and possibly Belfast, that a theatre company can realistically hope to generate sufficient income to cover its costs without the need to seek a wider audience. The promotion of mobility that globalisation involves means that many Irish theatre companies are becoming more dependent upon –and enthusiastic about – touring, as it offers them the possibility of financial rewards not available locally. Irish theatre companies throughout the 1990s began to seek greater levels of access to the national theatre circuit and, where possible, the lucrative international festival market too. 

The regionalisation of Irish theatre may be seen as a positive response to globalisation, since it involves the promotion of localised acts of meaning-generation, and the development of local repertoires of expression. There is however a growing tension between the mobility of theatre companies, and their relationships with their localities. The economics of the Irish stage mean that many theatre companies located outside of Dublin must now produce work for a home audience and then tour throughout Ireland and, where possible, abroad too. This means that they are required to produce work that will be relevant to a local audience, while also ensuring that the work has sufficiently wide appeal to generate interest in other parts of Ireland. 
In order to illustrate this phenomenon, I want now to turn to a discussion of four significant examples of a mobile regionalised theatre in Ireland: Yew Tree Theatre’s production of Charlie by John Breen (2003); Island Theatre Company’s production of Mike Finn’s Pigtown (1999); Corcadorca’s production of Enda Walsh’s Disco Pigs (1996); and Rough Magic’s production of Declan Hughes’s Shiver (2003). By doing so, I will show how theatre companies are now attempting to produce plays that will simultaneously be locally rooted, but mobile. The differences between the four productions also reveal the characteristics that make some plays more likely to succeed as mobile theatre products than others. 

3. 

John Breen’s Charlie, produced by the Mayo company Yew Tree, takes on a subject of national importance: the career of the disgraced former Taoiseach (prime minister) Charles J Haughey. Premiered in Ballina in County Mayo, the play toured Ireland during 2003, where it enjoyed commercial and critical success. Haughey’s career dominates discourse about modern Irish politics. Many of his policies have proven to be of lasting importance, not only for Ireland’s economy, but also for its artistic community, which Haughey did much to support. However, a series of political scandals from the mid-1990s onwards revealed that Haughey had indulged in a series of corrupt practices while in power, enriching himself while preaching fiscal restraint to the citizens of the country. The impact of these revelations was dramatised not only by Breen but also by Sebastian Barry in Hinterland (2002) and, indirectly, by Marina Carr in Ariel (2002). Breen’s treatment of Haughey’s career and subsequent disgrace may thus be seen as a fine example of a genuinely national theatre, since it addresses issues that affected the entire population, and arose from flaws in the civic and political processes that existed in Ireland throughout the 1970s and 1980s.  The action of the play is however given a local context, being presented in flashback from a Mayo hotel that Haughey is visiting. 
“The idea for writing this play was given to me by my mother in law, Tess Kane”, writes Breen. 

Tess told me a story she had heard about a visit Charles Haughey paid to a small farmer when he launched a project that was to become the Ceide Fields Interpretive Centre [in Mayo]. He had recently hosted the leaders of Europe at a banquet in Dublin, and Tess told me this story to illustrate the concept of political charismas: that Mr Haughey was equally at home with Kohl, Thatcher and Mitterand, as he was chatting to small farmer in Ballycastle.” (John Breen, “Inspiration for Charlie”: 2003, p. 5).
This ability to move from the international to the local characterised Haughey, but it also operates as a useful analogue for the manner in which the play itself moves from Mayo to other centres throughout Ireland, establishing different kinds of relationships with each place. A national audience will find much in the play to interest them, but audiences in Mayo were also enabled to view the action from a local perspective – as a commentary on a particular incident in the county’s past, in which Haughey was himself involved. This explains why the production of the play was an excellent choice for a company such as Yew Tree: it had sufficient local rootedness to generate feelings of pride in local audiences, while its national themes made the play easily transferable from one community to another. 

Interestingly, the play does not just exemplify cross-regional mobility, but critiques it too. In a key scene, the audience witnesses Charlie preparing with his adviser PJ to address an audience in Ballyokane, County Cork. 

CHARLIE: 
Right Ballyokane. Anything I should know PJ?
PJ: 

No boss.

CHARLIE: 
Who's the enemy?

PJ: 

Well they're not too fond of Skibbereen. (Breen, Charlie, Act 1, Scene 5)

With this knowledge of his audiences’ rivalry with another Cork town, Charlie commences a speech that exploits their desire to have their locality considered valuable.  “I have been looking forward to coming to Ballyokane for a long time”, Haughey tells his audience, explaining how as a Junior Minister he and the then Taoiseach Sean Lemass had sought the advice of the Irish President, Eamonn de Velera:

We were asking the great man’s advice about some important matters of State. There was some great task in hand and we were concerned that we didn’t have the expertise and will in the country to see it through. President DeValera said, in his hushed almost saintly voice. “What we need is a man from Ballyokane.” At that the Taoiseach, the great Sean Lemass, chuckled and said, “Oh yes, The men in Ballyokane are the finest. Our goose was rightly cooked that time without them Chief.” And between them they told me a hair raising story of their time together in the war for independence. When all hope was lost. Think of it: two future Taoisigh huddling together for warmth in a barn in Cork. The country swarming with hostile troops. No ammunition or food. Wounded men moaning all around them. Then a boy comes into the Barn. He has some people with him. People from Ballyokane. The women tend the wounded and feed the ravenous fighting men. The men show Dev and Lemass the disposition of the troops. Ammunition and guns are found. The rosary is said, and the column is rearmed and reinforced by brave men from Ballyokane. Lemass said. “Ballyokane saved our bacon that time. I wish we had those men again”. I was struck by the reverence those men had for that memory, for this place. We got back to work but a few minutes later Dev threw down his pen and said, “Minister Haughey while I think we have made it clear that the men from Ballyokane are full of honour, I would ask you never to trust a slieveen from Skibbereen” (Act 1, Scene 5)
This amusing passage reveals how Charlie attempts to validate the local community by associating them with desirable values: the two future prime ministers are fed and tended to by the women, and their column is rearmed and reinforced by the “brave men”. This memory is held in “reverence” by Lemass and DeValera, and is used as a symbol of the urgency of their need for a solution to the unspecified “matter of state”. Of course, this valuation must be relative: Charlie is careful to contrast this positive representation of Ballyokane folk with their local rivals from Skibereen, who are untrustworthy “slieveens” (a derogatory term from Irish). 

What is significant about this passage is that it provides a useful example of how touring performers – be they political or theatrical – relate directly to local audiences. The task of a touring theatre company is to validate the locality to which the play is being toured, but to do so within a framework or narrative that is infinitely transferable. Charlie’s story about Ballyokane can be changed night after night, to suit the needs of whichever audience he addresses. This kind of tactic is often used by theatre practitioners when they tour. Peter Brook has for example spoken about how his esteemed production of The Mahabharata attempted to ingratiate itself to its local audiences. “Coming into a city the actors rapidly learn a bit of the text in Spanish or whatever the local language is”, he states:

In a play, particularly in a comic play where you can talk directly to the audience, even a few phrases of the language of the country make a great difference in one’s relation with the audience, because the audience know that you are interested in them, that you are trying to make contact with them (1996, pp. 52-53.

The value of John Breen’s Charlie is that, by combining national and local, it is an excellent example of a transferable theatre product, and that in its presentation of Charlie himself it also critiques the kind of showmanship that exploits a locality’s desire to be considered valued. 

One of the most mobile Irish plays of the 1990s is Enda Walsh’s Disco Pigs, which is notable not only for its international success, but also for the extent to which it stimulated a great deal of local pride in the city of Cork, where it is set, and where it was originally produced. Unlike most other parts of Ireland, Cork did not experience much of the theatrical renaissance that began in the 1990s. Its two main theatrical outlets – the Cork Opera House and the Everyman Palace Theatre – are mainly dedicated to receiving touring work; new productions will typically involve revivals of Irish classics, directed towards tourist or Christmas audiences. The appearance of Disco Pigs marked an important assertion of the possibility of local theatre. Produced by local company Corcadorca, the production was widely seen as a celebration of the city and its modes of speech. As the Cork-based director and critic Johnny Hanrahan states: 

With Disco Pigs [Walsh] represented Cork in a way that brings it more fully alive than anything else every written about it. Everybody who saw it felt the power of Walsh’s scalding poetry… In this rough poetry it seems to me that Walsh has embodied Cork, physically, politically, romantically and in doing so has created an electric city, which releases pent-up energies of the place in his characters and in his Cork audiences. (2001, pp. 96-7).
Hanrahan’s praise for the play is therefore defined in local contexts. He suggests that Walsh “embodied” Cork, creating an “electric city”, liberating the energies not only of his characters, but also his audiences – who are presented as equal parts of one locally-focussed process. Despite this local rootenedness, the international success of Disco Pigs altered Walsh’s relationship with his locality. The play was extremely successful at the Edinburgh International Festival, and toured to Toronto, Budapest, Bonn, London, Leeds, Copenhagen, Berlin, Brighton, Melbourne, Adelaide, Coventry, Bristol, and Manchester. It was subsequently translated into numerous European languages. It achieved particular success in Germany, where its regionalised argot was presented as an analogue for Bavarian modes of German speech: the Irish regional play hence was represented in a way that allowed German audiences to consider their own regionalisation. The play was subsequently filmed by Kirsten Sheridan from a screenplay by Walsh, being released in 2001. 

The outcome of this success was that Walsh was placed firmly on the international theatrical map: he has now left Corcadorca to live in London, and has spent the period since 1997 working on a series of commissions from companies throughout Ireland and Europe. For the Dublin Theatre Festival he wrote bedbound (1999); for the Munich Kammerspiele he wrote The New Electric Ballroom (2004). A reading of The Walworth Farce was presented by Druid in Galway in 2004; and The Small Things was premiered by Paines Plough in London in 2005. Accordingly, the case of Disco Pigs shows that the although the success of Walsh may have been rooted in the relationship of his play to Cork, his realisation of that success led him to move beyond the local to the international. 


Although Rough Magic has produced plays set in all parts of Ireland, the company has a particularly strong relationship with Dublin, especially in its productions of the writings of company co-founder Declan Hughes. Hughes’s 1991 Digging for Fire was one of the first Irish plays to present Irish people in a cosmopolitan, urban setting, drawing on international cultural references rather than traditional Irish iconography. His 2003 Shiver occupies similar territory, with one particularly scathing passage about traditional representations of Irishness being used to satirise the poetry of Seamus Heaney. “Well, you see,” says one character, “that’s what we’ve had enough of, Kevin, dead mammies and peeling potatoes and farms and boys and fucking… all that old tweedy fucking… Seamus Heaney is made of tweed” (Hughes: 2003, p. 43).

This iconoclasm shows Shiver’s similarities to Digging for Fire, but the play is principally about how Dublin was transformed during the Celtic Tiger period. Like Digging for Fire, Shiver focuses on a group of couples. Richard and Jenny have returned from the US to set up an Irish dotcom enterprise, while Marion and Kevin are in conflict about Kevin’s decision to quit teaching to look after their newborn child. The title of Digging for Fire indicates its characters youthful dynamism and curiosity (and the volatility of their relationships). In contrast, the title of Shiver indicates these older couples’ feelings of exposure and isolation, as their lives unravel along with the Irish economy, which suffered greatly in the wake of the 11 September attacks on the United States, and the collapse of investment into information technology stocks, which occurred from 2000 onwards. 

The play deals with issues that dominated middle-class urban life in Ireland at the turn of the century. Marion is encouraged to identify herself with the company for which she works, being given share options that make the profitability of her employer a matter of personal gain to her. Hughes shows the damage this causes: being betrayed by that company is not just a financial loss for Marion, but a personal one too. Similarly, Richard and Jenny’s attempt to set up their website is a way for them to gain the social status that will allow them to avoid coping with the fact that Jenny is an alcoholic. Shiver thus critically evaluates the doctrine that informed Ireland’s Celtic Tiger period: that a person’s value should be construed in relation to their contributions to the Irish economy.

This theme was particularly relevant to the Dublin of 2003, which was experiencing the effects of the first economic downturn since the Celtic Tiger of economic development. The staging style adopted by Rough Magic helped to emphasise this relevance. Throughout the production, the audience is made complicit with these characters’ declining fortunes. The cast switch constantly from naturalism to direct, familiar address to the audience, encouraging them to identify with the action. It is assumed that the characters and audience share the same values and social status, so that when one couple tells the audience that they are expecting a child, the audience is supposed to greet this news as if they are socialising with friends, rather than watching a play. The set design intensifies this complicity. Designed and lit by John Comiskey, the set filled the entire centre of the space in the Project Arts Centre (where the play was performed), with the audience watching from both sides. This immediacy means that there was no space between audience and performance: part of the audience’s experience of the play involved witnessing not only the action, but also the reactions of other audience members to the action. Rough Magic thus produced the play in a manner that encouraged its Dublin audience to act communally, giving them work that was not just for those audiences, but explicitly about them too. 
While there is much value in this approach, it should be noted that it is not mobile. The elaborate set is both expensive and designed with a specific space in mind, which means that the costs involved in touring the production (as originally conceived) would be prohibitive. Furthermore, the concerns articulated in this play are explicitly those of a Dublin audience: the assumed familiarity between audience and cast is not easily transferable across local and national boundaries, and would be unlikely to elicit the same degree of sympathy in less urbanised parts of Ireland. Finally, the play comprises a relatively large number of localised references and jokes, which are unlikely to be widely understood outside of Dublin, and certainly not outside of Ireland. For all of these reasons, Shiver is a play that is both regionalised and a reaction against localisation. Yet it does so in ways that involve a loss of a great deal of its mobility. 

In contrast, Island Theatre Company’s Pigtown by Mike Finn is an extremely mobile theatre production, which celebrates its home city of Limerick in a way that will have broad appeal. One way of celebrating the local is shown in the following speech by Tommy Clocks, a pork butcher who narrates the play:

I'm skipping up the streets and lanes of this town. Up past Dick Devane's and the Cathedral, past the Custom House and under Cannock's Clock. It’s a minute slow - again. George’s street before me - misty, silent and empty. My town. Pigtown. The pork butchers are the back bone of this town and don't you forget it! … Every mornin' we march, like extras from a Lowery painting, toward the stone and tile palaces. Shaw's, O'Mara's, Denny's, Matterson's. Shrines to the Limerick rasher. …. The crowned heads of Europe line their regal bellies with Limerick bacon and ham while the courtin' couples of Pigtown dream their dreams over pig's toes from Tracey's wrapped in last week's Chronicle. Limerick Bacon, famous from Quebec to Queensland and the pork butcher was king. (Finn, 1999).
Two important features of this speech should be noted. The first is that the references to local placenames are incantatory, but extrinsic from the plot. This means that local audiences will be able to envisage the places being described, leading them to feel that their locality is receiving cultural expression and validation. But audiences not familiar with Limerick will be able to receive these references as examples of a poeticised use of language. The incantatory repetition of sounds in such phrases as past the “Cathedral, past the Custom House and under Cannock's Clock” gives the speech a rhythmic quality that will appeal to audiences lacking local knowledge. 

The second key feature of this speech is its blend of local placenames with international references. The value of Limerick’s pork is not that it is loved by locals, but that the “crowned heads of Europe line their regal bellies with Limerick bacon”, which is famous from “Quebec to Queensland”. This line will appeal to the local audiences’ desire to have international endorsement, while also broadening the local references outwards, ensuring that non-local audiences will not be alienated. Finn’s ability in Pigtown to move from local to global explains the play’s success in Limerick, Dublin, and New York. It is a celebration of the city that exists by showing universally identifiable situations, and local responses to national and international events, such as the Second World War. The play therefore achieves a careful balance between local and international, validating the place from which it emerges without alienating audiences elsewhere. 

These four examples show the different causes and consequences of mobility. John Breen’s Charlie will be understood by audiences throughout Ireland, but it is unlikely to be understood in other countries. Declan Hughes’s Shiver celebrates its locality, but does so in a way that makes the play difficult to transfer elsewhere. Mike Finn’s Pigtown also celebrates its locality, but allows for modes of reception that will satisfy different kinds of audiences. Finally, Enda Walsh’s Disco Pigs may have celebrated Cork, but its mobility proved so successful that the relationship of its author to that city has subsequently declined. In this respect, the strategies used by companies to tour Ireland are similar to those used by producers of work designed for international diffusion. What is evident in the contrasts between the four plays is that the clash between mobility and regionalisation has affected the production and writing of theatre in Ireland. 
4. 
The above discussion has set out to show how much Irish theatre can be seen as attempting to balance the competing demands of regionalisation, localisation, and mobility. Such plays as Pigtown, Charlie, Shiver, and Disco Pigs arise from different kinds of relationships with their localities, but are all rooted to one original place. This discussion reveals that it is not globalisation as such, but the responses of individuals to it, that can be the subject of qualitative or ethical judgements. Theatres have generally responded to globalisation positively, using new techniques and showing greater versatility and high levels of often unrecognised professionalism. The commodification of theatre in particular, and literature generally is a negative development. However, there is a risk that an awareness of this may lead to conservatism among scholars and critics, whose justifiable objections to recent developments may overshadow the environment in which writing now takes place and the creativity with which many writers are adapting to the challenges posed by globalisation


A concerted effort has been made by Irish policy-making organisations to facilitate the production of regionalised work. The need to do so has been evident by the impact of localisation on communities. The economics of the Irish stage mean however that it is not possible for plays to be conceived exclusively for audiences in one specific location. The extent to which productions are chosen on the basis of their mobility may create tensions between theatre companies and local communities. As globalisation intensifies, it is likely that this relationship will require ongoing re-evaluation and negotiation. The examples of Breen, Walsh, Hughes and Finn illustrate that Irish writers are also struggling to come to terms with this phenomenon. It is clear that these writers wish to call for localised forms of self-expression; yet each attempt to do so brings certain problems with it. 
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