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In his efforts to look at the reasons behind the political and
social failure of a broken and decaying society, Friel has discovered as
Geamus Deane puts it, the tink between Irish temperament and Irish
ialk. The volatility which arises out of the need to compensate for this
sense of failure slowly becomes a virtue. Deane contends:

Out of volatility, one can malce a style; style can give
off the effect of brilliance; but the brightness of the
offect is very often in inverse ratio to the emptiness for

whichitisa consolation. _
(‘Introduction’ to Friel'’s Selecfed Piays, p. 12)

The xdea of the eloguent outsider is a concspt with along
tradmen in Irlsh hterature from the early poetry of the ‘Dlspossessed

mg f@r a iost age nght through the works of Yeats, .



PRIVATE:... God, boy, why do you have to leave?
Why? Why?

PUBLIC: 1 don t know. I- i~ i don 1 know |
At this stage of the play we knéw why Gar has to leave. Because the
play develops a more serious tone with each episode, the ultimate
question which Gar asks of himself brings the reader to consider all
that has gone before in a circular movement. This question is the one
the reader asks himself at the start of the play.

By the use of time-shifts, mood shifis, and subtle exposures,
we are presented with a compiete picture of Gar’s life in Ballybeg and
his relationship with all the characters in the play. The action takes
place In the night before Gar leaves for Philadelphia; his emotions are
therefore i 'turmoil. The relationship between Gar and his father runs
as a continual thread throughout the play, together with exposures
through Private’s and Public’s conversations and mtroduction of other

characters

At t‘is outset both Public and Private are in hlgh spmts but It
3 ﬂOt '.'='10ng: 'B:'efore : =theijf%fwi_ir«t;_{_je'xﬁ_@_f.:ﬁa_ntge_fs_:_e_x;’@a’ tainted with bitter feeling




and his own financial position could not possibly support a marriage.
The ‘egg money’, which Gar has kept secret and eventually teils Ka,te
about because of his love for her, epitomizes Gar’s ridiculous
situation. This trump card amounts to a pound a month.
The interpiay of humour and pathos adds substance to the play.
Private’s ridiculing of Screwballs is not only funny, it also shows |
with great effect, the monotony of Gar's and Screwballs’ daﬂ |

routine:

PRIVATE: (Jn polite ione) Have a seat Screwballs. (8. B. sitsdown at
the fable.) Thank you. Remove the hat. (8. B. iakes off the
hat to say grace. He blesses himself.) On again. (Hat )]

 Perfectly trained; the most obedient father ever had. .

S, B Did you set the rat-trap in the store?

PRJVATE (Hyaz’erical!y} Isi’t he a riot! Oh my Ged, that father of
yours just kills me! But wait - wait - shith — shhh -

A B 1didn’t find as many about the year. '

?RIVATE Oooooh God! Priceless! Beautiful! I)elightﬁlli

( SP D 48)

Th1s ﬁ_mny yet bxtfer account of ﬂ’lell“ dmly ritual prepares us for Gar 5

‘presen fbe*ween himself aﬂd hns father E



suggests the true reason why Gar has toleave — to protect his own
integrity. All hope of bridging the gap between father and son ends

sadly in Part Two, Throughout, Gar has harboured the idea that there

is more to their relationship. A happy childhood Memory acts as
Gar’s mental support. This t00 eventually fails. Gar asks §. B. whether
he remembers a blue boat in which they used to fish. S. B. remembers
oniy a brown ove which belonged to some doctor. Gar concedes that
that fact does not matter:

PUBLIC:  (Quickly) It doesn’t matter who owned it. It doesa’t even
matier that it was blue. But &’ you remember one afternoon in

May ...~ and it wasn’t that we were talking or anything - but
suddenly - you sang “All Around My Hat I'll Wear a Green
Ribbono™ - ... - for no reason at all except that we — that vou

were happy. D'you remember? D’you remember?

This illusion too is shaitered, S. B. does not remember: “YAll Round
My Hat’? ‘No I don’t think I ever knew that one™ Quickly, Private
So now you know: it never really happened”. (SP, p.95)

mst as_- uar s re'"tie}nsuip suu TS ﬁ*e*n 1£lwzcn 50 too does Pue

__-__relatmnshlp thh'the ‘boy‘: AsD E S Maxwell says when the boys{'_- ST




you know ... there’s a bloody big buckle on it ... many’s a4
get I scutched withit . (SP, p. 73)

However false these other relationships are for Gar. leaving his

homeland is still not easy. The advice Master Bovle offers is hard to
take: “But Twould suggest that you strike out on your own as Soont as
you find your feet out there. Don’t keep looking back over your
shoulder. Be one hundred per cent American.” (SP, p. 53) The reasons -
which make Gar's departure necessary are also the reasoms which
make his departure so difficult. As Ulf Danatus says, Gar, like
Michael and Mary in O'Flaherty’s story Going inlo Exile, ondergoes
transformation; “the poverty and sordidness of their home life
appeared to them under the aspect of comfort and plenty” (Danatus, p.
123)
Already after the boys leave we see Gar's memory shifting between
harsh reality and fond reminiscence:

PRIVATE: No one will ever understand the ﬁm there was; for there
" was fun and there was laughing - ... Just the memory of it —
 that's all you have now — just the meriory; and even so soon,”

- itis being distilled of all its coarseness,




arms around him and cries happily)

LIZZY: My son Gar, Gar, Gar... .

PRIVATE: (Sofily, with happy anguishy God ... my God. .
Oh, my God.... (5P, p. 66)

At this point in the play we see for the first time the direct conflict,
which Gar suffers, in an exchange between Privaie and Public:

PRIVATE: She’ll tuck you into your air-conditioned cot every night.
(PUBLIC, so that he won't hear begins to whistle
‘Philudelphia Here I Come! "

PRIVATE: And croon, ‘Sleep well, my Ii’'l honey child]

(PUBLIC whistles determinedly)

She got you soft on account of the day it was, didn’t she?
(PUBLIC whistles louder)

And because she said you were an ’Donnell - ‘cold like’

PUBLIC: It is now sixteen or seventeen years since I saw the Queen

of Franee -

PRIVATE: But of course when she threw her arms around you — well,

well weli!

PUBLIC: - then the Dauphiness, at Versailles-

PRIVATE: Poor little orphan boy.

PUBLIC: ' Shutup! Shutup!™ =

V. 3 (In child’s voz::e) Ma-ma’ M Qe
(PUBLIC ﬁmgs open the bedroam door and dashes mita the




that he will have merely exchanged one role for another. The fear is
made worse, as Seamus Deane points out, by the “intolerable
suspicion, ... in ieaving Ballybeg, he is forsaking the capacity to feel
deeply” (Deane, p. 14) knowing the score is of no consolation to Gar.
He is an easily recognizable Frielian figure; exiled by his intelligence
and sensitivity and subjected to playing the eloquent clown with his
own feeting, his sloquence unable to restore a sense of power. |
The period between Philadelphia Here I Come and The
Freedom of the City in 1973, showed an increase in Friel’s popularity
as & playwright. Andiences readily accepted his work, which although
it had an unmisiakable quality, was not in retrospect among Friel’s
major achieverments. With plays like The Love of (ass Ma(mzre
(1967) Friel continued with the theme of emigration and exile.
Any sentimentality that Friel may be accused of in these eaﬂy
plays clearly ends with the ironically named The Gentle Island of
1971, Here we. 826 that the underlymg feelmgs of fallure dasﬂ.iusmn

ami sexuai ﬁustratwn nge rise o hatred aﬂd vmmm& eve‘stumiy

emptmg with the 'mmg t:sf Shane one of the visﬁora to the Island e



reslity, finished, Sarah a young woman full of love and vitality is
doomed to a life on the island; and Joe escapes only to the relative
freedom of a Glasgow slum.
 With plays like this Friel was accommodating a ready made
audgience. With his depiction of characters like Gar O'Donnell -
outsiders with a witty patter, Friel was following in a well known Irish
tradition. Jt was as Seamus Deane puts it ‘fine writing > (Deane, p.
16) Fricl was however, to be brave encugh to turn his back on this
ready made audience and growing commercial success.
Although Friel was concerned with politics and history, the
past and natidnal identity, he had refused io use ihe new crisis
{manifest in the outbreak of ‘the troubles’ in 1968) as a platform for
his drama. He saw hsmself understandably, as being too embtionatly
mvelved His work was influenced by a personal conception of what
was hanpemng around him like that of many Irish writers of the early
-'19703 such as Seamus Heany and Derek Mahon, but there was no ;!
dxrect reference Wzth the oecasion of‘ bleody Sunday on 30 January

il _:1.197"6' t}us was to ':'hange The piecehad beenwcrlﬂng o3 "at the nme’f-'f el







reality, finished; Sarah 2 young woman full of love and vitality is
doomed to 2 life on the island; and Joe escapes only to the relative
freedom of a (lasgow slum.

. With piays like this Friel was accommodating a ready made
audience, With his depiction of characters like Gar O°Donnell —
ouisiders with a witty patter, Friel was following in a well known Irish
tradition. It was as Seamus Deane puts it ‘fine writing” (Deane, p.
16} Friel was however, to be brave enough to turn his back on this
ready made audience and growing commercial success.

Although Friel was concerned with politics and history, the
past and national identity, ke had refised to use the new crisis
{(manifest in the outbreak of ‘the troubles’ in 1968) as 2 platform for
his drams. He saw himseif, understandably, as being too emotionally
inv%:ii?ed st work was influenced by a personal conception of what
was happe‘nng around him like that of many lrish writers of the early
-19705 such as Seamus Heany and Derek Mahon, but tbere was o’
dlrect refereace Wizh the occasion of b&eody Sunday on 30 January

o '}972 t s'ﬁl’was o change The pieceha,dbeen woriﬂng on at the timef"_




aside, the Guildhall is surrounded by o ridicuionsly large muimber of
grmy and security forces. The three imipuders eventuslly jeave the
Guildhali only t0 be shot as teerorists.

Although Friel deliberately et the play in 1970 - two years
hefore the incident of Bloody Suw:iay —because of its amotive nature
and the fact that he drew from very real sspects of the troubles to
produce this, his most directly political play the criticism he faced was
harsh, voreasonsble aod nasrow-minded. Because of IR A atrocities
being carried out in Northern Iretand and Britain itself, people were
both short of tolerance and subsequent understanding. This is clearly
shown by zeviews 1 the English Press. In Worthern Iretand opinions
were a8 ever entrenched. The Belfast Newsletter, predictably
éesmbed tha play as ‘mawkish propaganda (Danatus, §- 157).

. Where there cast be 0o doubt thet the British Authority are
| shown preserving their own interests — &8 the judge hignaelf says, “this
: tnbunal of inguiry, a.ppom ed by her Majesty's Government, i3 in 10

L snse. ! a: cmﬂof;usﬁcw {P ) ;W)wltisa;sanecessarytopammut*-3'3_.."'

i ”_nfarmaf ot and‘hypomsy«ai‘e :



play. The contrast in their views is most obvious in the relationship
between Michael and Skinner. Michael feeis the marches have lost the

dignity they once had when all the people marched in silence: “rich

and poor, high and low, doctors, accountants, plumbers, teachers,
bricklayers - all shoulder to shoulder ~ knowing that what they
wanted was their rights and knowing that because it was their rights
nothing in the world was going to stop them getting them™( SP,
p.129). To Skinner this hushed dignity and respectability is just ‘shit’.
When challenged towards the end by Skinner, Michael states clearly
what he wants;

MICHAEL: What T want Skinner, what the vast majority of
. the people out there want, is something that 5 bum like you
wouldn’t understand: a decent job, a deceni place to live, a
decent town ‘fo bring up our childrenin ... And we want fair
play, t00, so that no matter what our religion is, no matter what
our politics is, we have the same chances and the same
‘opportunities as the next fella. {SP, pp. 160-161)

. The irony Here is that “a bum liké Skinfer’ can tinderstand even more’

~ clearly than Michael.




reasoning is shown in the speeches each of the characters make after

their death:

MICHAEL: ... 1 knew they weren’t going to shoct. Shooting

belonged to a totally different order of things ... My mouth kept

trying to form the word mistake... And that’s how I died — in
disbelief, in astonishment, in shoc%g. Tt was a foolish way for &
man to die.
LILY: The moment we stepped outside the front door T knew 1
was going to die, instinctively, the way an animal knows. .
SKINNER: A short time after I realized we were in the
Mayor's parlour I knew that & a price would be exacted. ..
began to suspect what that price would be because they iea.ve
nothing to chance and because the poor are always
gvercharged. (SP, pp. 142 -150)

Skinner’s perception accounts for some of his action in the Guildhall.

cognizable Frielian character. Like Gar

Qkinner is an easily re
O Donnell ‘he comes out of an Irish tradition of eloquence without
power. He is an outsider exiled from his own society by his wit and
mtelhgence On the outstde there xs the m;ght of the intruders — the

' .Brmsh bngacher a,nd Iudge tne Amerlcan socmloglst the Guﬂdhali

) {:_Tmox_}lsts thh their stilted terms and }argcm anci untruths and on the:




entertaining Lily, Skinner takes an interest in her life. It is worth
noticing Lily's grief in her “dying speech’. The grief she feels is that

of regret: “1 glimpsed a tiny truth: that life had eluded me because
never once in my forty-three years had an experience, an event, even
a small unimportant happening been isolated,” {SP, p. 150} During the
time spent in the Guildhall, Skinner tries 1o make Lily feel more
important. He giifes her a drink, dresses her in Alderman’s robes, talks
of her life and gives meaning to her predicament. The contrast in
perception between Skinner amd Michael is an obvious one; the
difference in perception and feeling between Skinner and Lily is less
cbvious yet it is still present. When Skinner is giving Lily reasons
why he thinks she is marching it can be seen as a statement of his own
reality. Mthough Lily, like Sicinner, realizes the situation, “the un{"air_

world”, she is marching for Declan, her Mongcl child. Skmner can

understand thls very permnal motive but the contrast is stﬂl present

Skit er's 1solat10n more. than ?he spemfic theme of Clvﬂ"

Rights and poverty; is Fnel g maxn concem When Skmner puts cm the' _




ed by an oppress!

n surround
ciety is i 1O b

T g fO&
 This 80
ptessure

Freedom af
che and questio

Connof called 8

the City.
with Trish psY nof

the past Was

the idea of ‘looking

and pernaps the
duction of the

out the prese

L0 reveat
ed. T anSIaLionsS, the first PO
e geen as the




officer, fails in love with a local, Maire: Eventually, however, he goes
missing. presurnably killed at the hands of the locals. At the end the
village is faced with retaliatory action by the British army.

Within this story we have the recurrence of familiar Frielian
themes apd characters, full of sensitivity and hope. Owen is an
outsider but he has the knowledge of an insider. He is sensitive,
caught in the middle, uncertain of his own identity. Captain Lacey is
the voice of authority and Hugh and Jimmy the voices of illusion
Through these characters we have again the batils of eloquence and
power. By using, on stage, the same language, with only certain
people able to understand, Friel manages to present both humour and
pathos at the same time and thus highlight the problems of
communication.

The contrast in the language and nature between the two
communities is clear from the outset. Tn the hedge-school, where

_ much of: the_ actzen -takes place Latm and Greek are. heard almost ast

' rrequenﬂy as Ingh Jxmmy Jack Casqxe ig “ﬂuent in Latin and GTeek .

: ;..but isin'nd way pedantic ~to hlm itis perfectly ncrmal to speak these;i_s




Eng911sn I suggesteé, C{muidn t realfy express s,
{(5F, pp. 398-304)

OFf Captain Lacey 1115 said; “His skill 1s in needs not words™
Yetr within the local community iself, there s division. Mawe
wants to be taught Fnglish instead of Latin and Gresk. She feels thai
she will be able to make no nrogress without #. The division within
the commumity of Ballybeg is personified in Owen whe returns 1o the
owniand to aid in the Anglicizing of local place-names. To the local
people he is Owenbut o the soldiers he s Roland. Manus who sees
the English and their language as a very real threat, sees Owen
deserting bis culftural heritage. Owen’s reply shows the uncerfainty
which he fesls: “Easy, man, sasy. Owen - Roland - What the heli It's
only a name. It's the same me, isa't it? Well, isn’t 1?7 (§7. p. 408) This

guestion is the very question the play asks and tries to answer.
Yolland a,he Duts;{der zs also exﬂed from his own commumtv__

i '_and that of Baﬂybeg by his’ sensrtmty, although the poignancy is not

i _ihat of ﬁwen | d_a_l_gmapa,ﬂ' 18 mt hi{e Lancey, _"the perfec coiomal




Yoiland wishes to enter Tobair Vree into the ‘name-bock’ in its
original format and eventually the futility of the job makes Qwen
explode with anger.

The mevitability of Yolland's failure 5 cross this barrier of
communication and culture is again shown in his re lationship with
Matre. The rich humour here is directly proportional to the serious
problem of thwarted love. At the beginning of Scene Two when the
couple run freely from the dance thelr speech, although in different

scene.

%

languages, is in perfect co-ordination. By the end of th
undortunately, there 1s total confusion:

YOLLAND: | would tell vou bow I want to be here - to five
here ~ slways — with vou — always, always,
MAIRE . “Always™? What is that word - “always™? |
- Dwant io live with vou - anywhers - anywhere
af all - always - always. _
YOLLAND : “Always’? What is that word — ‘always’
(3P, pp. 429:430)

The cenﬁasmn usmg the word always hzghlwh;,s the fa{:t that

Yolland - wants t@ stay and Maure waf‘ts o laave A‘f i___e:end m ﬂ‘se



a syntax opulent with tomorrows. It is our response fo

mud cabins and a diet of potatoes, our culy method of

replying to . inevitabilities. . i can happen that a

civilization can be i 1mprzsmea i a linguistic contour

which no tonger matches the landscapes of ... fact.
{5F, pp. 413-419)

The fact as Searqus Heaney points out, is the fact of National
Schools, the demise of the hedge-schools with their Latin and Greek
and the re-naming of the country. (Heaney, T.2.5., 24 Cetober 1980, o
1199} As always with Frisl the Irish language is represented m many
ways. Hugh [ike many Frielian characters i powerless as Uwen
reveals: © “An expedition with three purposes’, the children laugh at
him- he always promises three and never gets beyond Aand B

The play also exemplifies the failure of language on a number
of other levels. In their book, Posi-colonial Drama: Theory, Fractice,
Politics, Helen Gilbert and Joanne Tompkins conclude that the

slippermﬁss Of Eanguage occurs pamc:ulariy m 1ts numerous translation .

: sc:,nes {Sea Helen (Jﬂb“ﬁ: and Eaanne Tempkms, p 1’76} As ahOWﬂ




The conclusion to the play is one of failure, Manus has had to
leave his own village because of the failure of his plans with his
‘mtended’; the love of Maire and Yolland has failed and Yolland has
fallen fate to the ‘private core’ of the tribe; Owen is left a dislocated
figure, estranged now from his own people; and Hugh’s days at the
hedge-school are numbered with the emergence of the new National
School. The play ends in failure tdo as Bugh will teach Maire English
but she will still not be able to communicate: “I will provide you with
the available words and the available grammar. But will that help you
to interpret between privacies?” (5P, p. 446) Even with the language
which Maire sees as being the answer she will still be unable to
progress because of the “incoherence that comes from sharing a
common  language which is based on different presuppositions”,
(Deane, p. 22) Fimmy’s illusion acts as a metaphor:

HMMY: Do you know the Greek word endogamein? It means
: B marry Withll_l the mbe And the word. exogamem

© . those borders causally both s1des get Very angry.”
{.Now the problem is this: Is Athene sufficiently .~




their feeling whether in words or in deed, are all products of this
political confrontation™. (beane, p. 22) As he goes on to say, althcugh

the play points consistently to failure, the fact that it has been writien

and has gleaned truths from the past, is an indication that the sense of
loss is on the way to being overcome. As Hugh said: “EnglishI
suggested couldn’t really express us”. The way forward, therefore, as
Friel sees ‘it quoting from the play is *’we must make them our own’,
we must make them (English language words) distinctive and unique
to us” (Agnew, p. 60).

Using the North-West of Ireland, an area stretching from Derry
across the border to Donegal, Friel has found 2 place that encapsulates
the complexities and issues felt by the whole country. The townland of
Ballybeg becomes a microcosm for the whole island, for this region
has felt the pressure more acutely than clsewhers. In Friel’s Ballybeg,

Dublin, . Britain and America have all leﬁ their mark. The problems of

 ‘depopulation and emigration have ‘broken up communities. Old fife- -~

. styles haye been replaced, not merely with more modern ways, of life,

but with foreign, ways Communication between the-soci andthe




Ballybeg/Ireland use fo compensate for their lost life-style and the
problems which a readiness to accept these Hiusions creates.
After Freedom of the (itv, Friel starts to deal directly with

the problems of Ireland. Volunteers starts a process, similar to the
work of the poet Seamus Heaney, of looking back {o understand the
problems of the moment. The creation of an lusion to make the
present tolerable 15 an ancient traditional theme  The noetry of the

“dispossessed” dates back fo the ‘Flight of the Barls” at the end of the
sevenieenth century. This tradition is a continuonus one Friel himaelf

aic: “In some ways the inherited images of 1918, or 1960, control the
rule of our lives more profoundly than the historical truth of what
happened on those two occasions. The complication of that problem is
how " to we come to terms with it using an Enghuh Tanguage” (Agnew,
n 61). :
In Translations, although the play ends in failure, we are given

_-problem e mubt ask them our own'. Pnel’s nwn wark can be seen i

hiops. ‘ This* hope contes in'the form bf a possibié solition tothe -



work, not just here but in his fourteen preceding plavs,

constitutes a powerful therapy. a sei of imaginative

exercises that give her the chanee o know and say

herself properly to herself again

{Searmus Heaney, 7.7.5. 24 Getober 1980, p. 1199)

The determination with which Friet has pursued the 1deas he

considers important, turning his back on crnical acclaim and
commercial success, is g mark of g leeling and bravery. Leane says.
‘Moo Insh writer since the sardy davs of this century has so sternby and
courageously asserted the role of art in the public world without either
yielding to that world’'s pressures or retreating info art’s narcissistic

alternatives”. (Deane, 22} This is high prase mdeed, by a close friend

bt it is also, thankiully asourate.
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