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ABSTRACT: This article is a study of two Irish plays, by Brian Friel, 
where notions of native culture and language, identity and subjectivity are 
observed through the lives of characters who are struggling to retain their 
originality in an invaded and colonialized setting/environment. Native 
cultures and languages are the threatening factors which actually subvert 
the power-balance in Translations’ colonial and Dancing at Lughnasa 
postcolonial setting. These two plays and their characters display a range 
of complex relationships and activities in Friel’s imaginary Baile Beag to 

preserve and revive subjectivity and identity. 
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Introduction 
 

The Irish politics, history, culture, and literature is inevitably entangled, 
associated and affected by its long, about eight and half centuries, account of 
colonization, decolonization, and conflictual nationalist movements. Throughout 
this prolonged colonization process, Ireland has suffered many losses in the 
context of the British Imperial control.  Many literary works and artists in Ireland 
deal with the losses, exiles, problematic authenticities and identities, self -
representation, and national cultures. This article aims at studying Brian Friel 
(1929-2015)-a contemporary Irish dramatist- and two of his most celebrated 
plays, Translations (1980) and Dancing at Lughnasa (1990) in a postcolonial 
context Friel deals with notions of language, history, cul ture, and identity in 
Translation. In Dancing at Lughnasa, he focuses on notions of traditional culture 
and identity, and the function of body in retaining authenticity. In both plays, 
Friel seems to attempt to draw his audience’s attention to the relation s between a 
fragmented colonized history of culture and identity to create a unified history 
for both South and North Ireland.  

In this research, Friel’s place as a postcolonial playwright, in regard to 

Ireland’s history will be surveyed briefly at first. Ireland’s arguable, at least for 

some critics, (post)colonial situation will be reviewed concisely as well. Then, 
both plays, Translation, and Dancing at Lughnasa, will be analyzed from a 
postcolonial perspective, focusing on the subalternity of characters , their 
resistance to the colonizers, and their attempt to retain their identities. The 
relationship between, language and national identity in Translations, and 
authentic traditional culture and self-representations in Dancing at Lughnasa will 
be the main concerns of this study. 

 

Ireland’s (Post)Colonial Place in Postcolonial 

Studies 
  
Ireland has one of the longest, most complicated and most violent colonial 

histories within the realm of British Empire. Throughout its traumatic archive of 
conflicts and clashes with Britain, Ireland has faced many losses of land, 
economy, language, and culture. Still, being placed in the European zone and 
being of white race, in addition to performing as the colonizer’s agent in some 

other colonies such as India, Ireland’s colonial record becomes complicated even 
more. Therefore, to study and locate Ireland’s literature in the scope of 

postcolonial studies, one has to discard the doubts about this in -between-ness and 
hybridity associated with Ireland’s colonial archive.   

McGrath, mentions the fact that Ireland has a “unique colonial history” 

(4). This uniqueness is affiliated with the complexity of Ireland’s history of 

colonization. Ireland: 
 

is located geographically and racially within the first world. 
Consequently, its culture is characterized by first -world as well as by third-
world affinities and structures. Also part of Ireland’s population -northern 
nationalists-remains in a colonial situation. … In terms of cultural identity, the 

Irish consider Ulster Unionists to be British, whereas the British consider them 
Irish. Today they are instruments of a colonial power that has become very 
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ambivalent about Northern Ireland, as ambivalent perhaps  as the republic of 
Ireland. (McGrath 4) 

 
These complicated and ambivalent relations are what might contribute to 

the hybrid position of colonial Ireland. Friel, as a playwright who comes from 
Northern part of Ireland, depicts vivid images of such uncertain identities and 
precarious consciousness. McGrath continues by asserting that during “the last 

two decades of the nineteenth century, however, a number of factors contributed 
to a climate which was possible to imagine Ireland as other than a Briti sh-
dominated possession” (5). McGrath mentions, then, that the various numbers of 

nationalist movements since 1829, in addition to “Irish literary resistance, had 

provided institutional discourses that could sustain the remaining of the Irish 
nation” (5).  Regarding this ambivalent and hybrid positioning of Ireland in 
postcolonial debates, as well as Ireland’s situation as both a past and present 

colony located within the white and European borders, Irish literature would also 
represent such kinds of uncertain identities and double consciousness. This 
complication is enhanced by the fact that “throughout Ireland’s colonial history 

the Irish where deemed an inferior race by the British,” (McGrath 286). They this 

in-between Irish nation could be regarded as Europe’s blacks in a way. 
 

Brian Friel as a Postcolonial Playwright 
  
Brian Friel is considered one of the most successful and well -known 

contemporary Irish playwrights, whose main concerns are with Ireland’s history 

as related to the Gaelic language which has been forced out by English language; 
plus, the effects such erosion could have had on Irish people’s culture, history, 

identity and self-representation. Friel, like many other Irish authors, including 
James Joyce, strives in plays such as Translations, to “appropriate a tongue that 

was originally forced upon the Irish,” (McGrath 209). That is because, “the 

struggle for identity through language is crucial” (209), and Friel attempts to give 

voice to a silenced or an untranslatable history suspended within  the mazes of 
Irish colonial and political archives.  

Friel has a personal history of ambivalence and hybridity in his Irish 
identity. McGrath indicates an interesting point about Brian Friel’s name and 

surname and the hybridity associated with it. Brian Patrick O’Friel has to be 

Anglicized into Bernard Patrick Friel, because “at the time of Friel’s birth the 

Protestant bureaucracy discouraged the registration of Gaelic names,” however, 

“Friel’s self-identification conforms neither to the parish register not to the 
Belfast register but is a hybrid of the two” (15). Thus, it is possible to state that 

Friel “accepts the hybrid heritage of Anglicized Ireland, but renews that heritage 

from the perspective of the colonized” (232).  Consequently, Friel’s personal and 
collective history is associated with the colonized’s situations. He is well aware 

of such prevalent divisions such as south/north, Catholic/Protestant, 
Unionist/Republican, English/Gaelic, colonized/colonizer, etc.; therefore, his 
plays are “all marked by such fractions and boundaries both geographical and 
personal” (Richards194). All these features are vividly traceable in Friel’s plays, 

despite his own insistence that he is “uncomfortable with the explicitly political” 

(Jordan 266).  
Bertha in The Cambridge Companion to Brian Friel (2006), states the 

reasons why Friel and his plays can be categorized as postcolonial:  
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He is postcolonial in the sense that, feeling in his nerves the responsibility 

for the community he comes from, and worrying about the survival not only of 
individual but also of cultural values in the value-free modern/postmodern world, 
Friel continually faces the consequences of colonization, the experience that so 
deeply determined the formation of modern Irish history, society and identity. His 
writing has been concerned with the nuances of both personal and cultural -national 
identity and its relation to colonial dispossession and confusion, issues of home, 
language, tradition, the workings of private and public memory – all issues that 
inform postcolonial consciousness. Apart from thematic considerations, Friel has 
also experimented with the techniques of fragmenting, subverting and 
destabilizing conventional stage realism favored by postcolonial drama. (154)  

 
Friel in his writings insists that he wishes to create a language in drama, 

which appropriates the English language so that the Irish audience feels at home 
with the language in which he/she is reading. McGrath states that for Friel, “Irish 

drama, except for Synge, has failed to create a form of English that feels at home 
on the Irish tongue” (205). This responsibility is what Friel struggles to fulfill 

throughout his playwriting career. Harington also mentions that Friel observes 
“contemporary Ireland as being in a state of uneasy  confusion, in which it is the 
dramatist’s overwhelmed duty to clarify, elucidate and establish agreed codes, 

for purposes of communication and discussion” (566).  
Why Friel employs drama as a means of expression could be linked to the 

fact that he himself as well as his audience needed something more than language 
to give voice and bring on the stage their hybrid and fragmented colonial 
experiences. Friel adds movement and acting to dialogues to convey what he feels 
by the personal and public disintegrated history of his colonized homeland. 
Bertha believes that the “question of language always opens colonial wounds of 

loss and ambiguous feelings towards English” (159). This sense of loss entails a 

sense of other missing factors such as native traditions and histories as well. Friel 
chooses drama as a means for staging the silenced or at least the isolated Irish 
lives and voices. Drama for him is language-added action, which might help him 
to convey and express himself easier. 

 

Translations (1980): Re-Mapping the Identity of a 
Nation 

 
Brian Friel’s celebrated play Translations (1980), set in colonized Ireland 

of 1833 concentrates on two significant notions during the year 1833 in colonized 
Ireland. The first act refers to standardization and Anglicizing the map of Ireland, 
i.e. remapping the old Irish map and translating the Gaelic names into English 
ones. The second event deals with replacing the traditional hedge schools with 
the, so called, National Schools where no Gaelic was to be taught . As an 
alternative, English would become the mode of education and training. Friel 
stated that this play is about language only, however, later on he claims that 
Translations is about “how this country found a certain shape” (McGrath 181).  

The play concerns the relationship between history, language and identity in a 
colonial society of late 19th century. Nevertheless, the postcolonial encounter 
between the British imperialism and the Irish nationalism is embodied through 
these two notable events in the play. Moreover, the issues of resistance on the 
colonized part and the plots of the colonizer to reconstruct the colonized’s 
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identity are easily traceable through the course of events in Translations. 
McGrath believes that translations is an 

excellent text with which to begin a course in 20th century Irish 
literature, because it effectually dramatizes, albeit from a nationalist point 
of view, so many different issues that have been important to Irish culture, 
history, and politics over the past century and half, including the loss of 
Gaelic culture and language, Anglo-Irish relations, colonialism, and its 
legacy and civil rights. (178)  
 
Bertha argues that it would be reasonable if one makes a distinction 

between “anti-colonial literature – reflecting resistance to a still-existing foreign 
power – from postcolonial, which contends with the effects, the long-term 
internalized consequences of colonization” (155). Regarding such kind of 

distinction one can label Translations which is set in 1833 Ireland as intended to 
be an anti-colonial play, a play which its events happen during the time when the 
colonizer is still present in Ireland, when actual decolonization had not happened 
yet. Bertha also states that “anti-colonial literature tends to reflect a less confused 
identity than postcolonial, since it often proves easier to define the self against 
the “other” of the colonizer” (155). Translations is a play concerned with 
preserving individual identity and language. In comparison with Dancing at 
Lughnasa, it might be labeled as anti-colonial.  

Translations is set in imaginary Baile Beag (smalltown), later Anglicized 
as Ballybeg, at a hedge school in 1833. Ballybeg is Friel’s favorite fictional and 

imaginary place and a “socially and economically depressed area, in which high 
unemployment and emigration is endemic…. Spiritually speaking, Ballybeg, is a 

small rural community, with a strong sense of having been under pressure for a 
long time, and of its traditions being eroded by political and cultural imperialism” 

(Owens 694-5). It witnesses the time of old Irish culture’s transition into another 

language, English; this transition entails loss, pain, force, and violence as its 
natural consequences. 

Owen, who is mistakenly called Roland by his British employees, has 
come back to his hometown, after six years of service, presumably for the British 
Army, in Dublin. Owen is accompanied by a British group, including Captain 
Lancey, and Lieutenant Yolland, who has the responsibility to carry out 
standardizing the old Irish map. Standardization process comprises translating the 
Gaelic names into English.  Owen is the Irish translator of the English language 
for the still Gaelic speaking community of Baile Beag. The hedge school is run 
by Owen’s most often drunk father, Hugh, and Manus, Owen’s lame, but well -
read and intellectual brother. The other characters involved in the action include, 
young Sarah, who is under Manus’s training to recover her speaking abi lities. 
Sarah may represent the oppressed and silenced voices of the colonized people. 
At the end of the play she is frightened into silence again when captain Lancey 
shouts at her. Young Maire, the girl who sells milk , and  is loved by Manus, is 
the character who craves to learn the English language and to migrate to the U.S. 
to peruse her El dorado. Maire with her desire to migrate and relocate herself 
somewhere out of the miserable situation of Ireland could represent the many 
Irish migrants to the U.S. during the 1930s and 1940s. Jimmy Jack is another 
character who is deluded enough to daydreaming and to marrying Athena, the 
Greek goddess of his beloved Greek classic books. Bridget and Doalty are 
ordinary school students who in spite of their seemingly negligent behavior in 
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class, prove to defend the public resistance towards the British forces. Besides, 
there are two more characters, the Donnelly twins, who do not appear on the scene 
at all, however, their secret acts of resistance and opposition agains t the British 
presence are reported by other characters.  

Translations opens with a very symbolic scene in which Manus the teacher 
to a traditional Irish hedge school is striving to help Sarah, his speaking -impaired 
student, to pronounce and utter her name . Part of the play’s concern is with the 

power to name someone or some places, and apparently to name a place or 
something is one of the most traditional ways of possessing the named. When 
Sarah finally succeeds in telling her name, Manus overwhelmingly happy declares 
that “now we’re really started! Nothing’ll stop us now! Nothing in the wild 

world!” (Friel, 385). Sarah’s struggle to speak her name could “suggest in 

microcosm the difficulty a colonized people have in representing themselves and 
in having their voices heard” (Innes 34). However, Manus’ happiness and Sarah’s 

success do not appear to last long. On account of the arrival of the British army 
in charge of Anglicizing the Gaelic names on the map, and making sure that hedge 
schools will be replaced by National schools in which lessons will be taught in 
English language only. Sarah is threatened badly and as a result she loses her 
speaking abilities again. As symbolic as the first scene, in the final scenes Sarah 
will lose her speaking ability once more when captain Lancey shouts at her and 
frightens her. Owen encourages her by saying that “don’t worry. It will come 

back to you again…. It will. You’re upset now. He frightened you. That’s all’s 

wrong” (Friel 441).  
Owen who has the role of the translator in the map standardization process 

is working with Lieutenant Yolland, the British orthographer, who happens to 
love Ireland and Maire; he is also in charge of deciding the English equals for the 
Gaelic names. Yolland, who is being called a romantic by Owen, seems to be 
aware of the destructive action of “renaming the country overnight” (411), and is 

concerned about his part in the process in which he believes “something is being 

eroded” (420). The love triangle between Maire, Yolland, and Manus, and 

Yolland’s tragic disappearance at the end of the play, in addition to Captain 

Lancey’s harsh threatening of the local people on account of Yolland’s 

disappearance, foreshadows a catastrophic time for Baile Beag’s settlers. When 

Yolland goes missing and Manus is accused of possible murder, and after Lancey 
sets a deadline to shoot the stocks and set fire on the lands, Owen, who at first 
seems to be devoted and loyal to the mapping process, presumably decides to join 
his own people. He seems to follow the unspoken and informally chosen 
leadership of the resistant Donnelly twins who knew how to oppose the army. 
Bridget’s complaining about the sweet smells which signals the disastrous potato 

famine at the end of the play alongside the British Army’s threats, indicate a hard 
time for the Irish people involved in the drama. However, Friel tends to imply the 
fact that the characters in the play finally will start to get involved in the national 
resistance against the colonization processes of remapping their homeland, 
reconstructing their identity by the occupiers, dislocating their culture, history, 
past, and needless to say replacement of the Gaelic language by English.  Though, 
unquestionably, that is a lost game in the power play.  

Throughout the colonization process, the clashes between the colonized 
and colonizer are displayed in the unbalanced power struggles. Moreover, the 
colonizer in order to be able to have full control over the colonized, 
geographically, physically, and mentally, has to know and comprehend the 
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colonized’s land and language. The resistance towards this colonization process 

and the clashes which follow the power struggle is part of what Friel attempts to 
dramatize in Translations. The conflict over translating the Gaelic map into an 
English one, and the linguistic dislocation resulting from that is very tragic. For 
example, when Owen is trying to give an address read from the new map, he is 
frightened that his father, Hugh, may not find the place. It is by remapping the 
place that Irish people seem to be deprived of the control over the place as it used 
to be. Fining an address can become something complicated in the new situation.  

Owen: Do you know where the priest lives? 
Hugh: At Lis na Muc, over near... 

Owen: No, he doesn’t. Lis na Muc, the Fort of the Pigs, has become 
Swinefort ... and to get to Swinefort you pass through Greencastle and Fair 
Head and Strandhill and Gort and Whiteplains. And the new school isn’t 

at Poll na 
 
The process is sad and disastrous, the remaining Gaelic culture and history 

is being just translated, and not transferred into English, the Other’s language.  
Another representation of internalizing the colonizer’s culture and 

interests can happen through education processes. In Translations the British 
empire is going to replace the traditional hedge schools with National schools. In 
the hedge schools what is taught is in Gaelic, the language and the culture over 
which the British master has no knowledge and no command. Thus, in order to 
include the Irish people into the power discourse, the people should be taught to 
speak English, to read and write in English. The ironical point is that, later on, 
Ireland’s history and culture is going to be taught to them in English by the 

master. While the hedge schools were not free of charge and not compulsory, the 
imperial strategy was to make such schools free of charge and mandatory for the 
local people. This is in addition to glorification and idealization of the new 
language and culture over the old Irish one. Moreover, people like Maire in 
Translations, observe the Gaelic as a backward culture and language, because 
they believe that they have been prevented from entering the modern world of 
success and progress because they cannot speak English.  Nonetheless, the 
significant point seems to be the fact that Gaelic could be the language of 
resistance and criticism in such context. The Irish people would have the chance 
to oppose the British policies in their hedge schools in Gaelic language, the 
language over which the Empire had not enough education and command 
consequently. Thus, it must be replaced by the English language.  

The oppressed Ballybeg represents the colonized people who have been 
subordinated to the imperial power’s violent acts of colonization. “Translations 
clearly links body, landscape and language to ideological issues associated with 
national identity” (Llewellyn  23). The resistance on the part of the Ballybeg 

people epitomizes the colonized’s struggles to retain their authentic identity and 

subjectivity. According to Ashcroft language in post-colonial societies is 
represented by “complexity, hybridity and constant change, inevitably rejects the 

assumption of a linguistic structure or code which can be described by colonial 
distinctions of ‘standard’ and ‘variant’. All language is ‘marginal’, all language 

emerges out of conflict and struggle’ (300).  In Translations, the Gaelic language 
becomes marginalized through the National Schools system and Anglicizing the 
Irish map and it is through this marginalization that indigenous people become 
marginalized and subordinated to the imperial power. In other words, language 
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becomes the means of controlling the colonized people. Years later, what is 
observable in literature of great Irish artists, including Yeats, Joyce, Synge, and  
Friel, is an attempt to revive, or at least represent, the national culture through 
appropriating the English language. This is in reaction to the process of 
“assimilation” and suppression of the pre-colonial which is done to remove, as 
observed by Ashcroft, according to Bhabha, “stable unitary assumption of 

collectivity” (241). This is how removing Gaelic functions in Translations and 
Ballybeg. Nevertheless, Friel puts the language and landscape’s significance in 

Hugh’s laments at the end of the play and says “we must learn where we live. We 

must learn to make them our own, we must make them our new home” (444).  
 

Dancing at Lughnasa: Search for Self and Authentic 
Culture Through Body Performance 

 
Dancing at Lughnasa (1990) is a nostalgic memory play staging a series 

of childhood account of the lives of five Mundy sisters, and their only brother 
Father Jack, told through the perspective of the adult Michael, then the seven -
year-old son of the youngest Mundy sister. The story is about the five Mundy 
sisters who are living a poor life in a village close to Ballybeg. Father Jack, a 
priest, their brother, after 25 years of service in an African colony, comes back 
to visit them. The conflicts between Kate, the older sister who is a school teacher 
advocating strict Catholicism, and the prevailing pagan Irish culture as 
represented in the other sisters’ desire to dance at the harvest festival of 

Lughnasa, and the brother’s pagan tendencies, in addition to the financial 

insecurity and the emptiness of the sisters’ romantic life are the central struggles 

of the plot.  
The central conflict in the play is a desire to revive a pre-Christian and a 

pre-colonial culture through performing dance at the pagan Lughnasa festival, 
which is in contrast to the Catholic state rules. There are clues that the women, 
who are the main characters, in the story are marginalized and subordinated to 
the imperial and patriarchal codes of the Catholic community they are living in.  
However, there are signs of their defiance against the restricting rules dominating 
Ballybeg too. The subalternity of Friel’s women is different from what Spivak 

discusses in “Can The Subaltern Speak?”. McGrath puts it this way:  
 

Friel’s writings contain a number of sympathetic  portraits of women and 
his plays offer a number of prominent roles for women. None of Friel’s female 

portraits or roles, however, acknowledge the dynamic double oppression Spivak 
articulates. While Friel’s women often posses and signify particular structu res of 
colonial and postcolonial Ireland, …, they do not experience them uniquely as 

women; rather, the subaltern position women, represents a male generalized 
ungendered experience of colonial circumstances. (287) 
 
Therefore, Friel, according to McGrath, seems to be striving to illustrate 

a larger-scope image of the colonized Ireland in the post-independence and 
decolonizing period of the 1930s, rather than just oppressed female characters.  

The main conflict between the younger sisters and Kate, their older, 
mother-figure sister who attempts to keep home together, is whether or not to 
attend the public Lughnasa dance festival, a pagan and pre-Christian ritual which 
is denounced by the Catholic Church and the new National State. Llewellyn states 
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that “performing bodies may subvert the restrictions of rural Irish life” (34). 

Besides, Gilbert asserts that “dance can function to recuperate postcolonial 

subjectivity because movement helps constitute the individual in society” (342). 

Helen Lejok also provides an interesting historical background against which 
Dancing at Lughnasa is set.  She mentions that: 

 
Since before independence, the defining characteristics of Irish identity 

have been embedded in the island’s rural west, often portrayed as the picturesque 

embodiment of the purest, because most Celtic, Irish culture. In the independent 
state that emerged in the 1920s the image of suffering Mother Ireland joined the 
ideal of the “sainted” Irish mother to become a hallmark of national patriarchal 

assumptions. The Republic’s 1937 Constitution famously incorporated not only 

the tenets of conservative Catholicism, but also a romantic vision of Irish woman, 
a term that clearly meant “wife and mother”: her “life” (not her work) within the 

home “gives to the State a support without which the common good cannot be 
achieved.” Such legislative paternalism restricted women’s roles outside the home 

and granted them less than equal citizenry. (78).  
 
This is in addition to other legislations mostly restricting women, 

including the 1935 rules of restraining Public Dance Halls for women, (Lojek 79). 
Thus, perhaps dancing and bodily performances are the best way for the repressed 
economic, social, and emotional desires of the Mundy sisters to shout out in the 
decolonized society of their time. Sweeney also indicates that dance and body can 
be used “as an expression of authenticity” (5). Body in this play is considered a 

significant element of control, like language and landscape’s importance in 

Translations, in the hands of the colonizers. Thus in the questions of cultural 
authenticity, “body is seen to be in need of control and suppression by the 

colonizer” (Sweeney 121). Mundy sisters finally dance in the festival. However, 

it is not just because of this that they are already cast out of the society. Their 
brother, Father Jack, is also subverting the Catholic churches rules and as a result 
of his rebellion, Kate is expelled from her teaching job at the village’s school.   

This subversion of the authority and dominant polit ical and religious 
elements that starts from the Mundy sisters’ household does not remain limited 

to them only. This subversion had to be undertaken in order to survive in the 
destitute situation of Ireland at the time.  There are traces of poor economic 
situation as a result of the colonization process in the Mundy household. What 
the Mundy sisters and their brother, Father Jack, are suffering from occurs as a 
result of the long process of colonization, nationalist wars- in which Kate has 
been involved- and decolonization. Kate has a teaching job which loses as a result 
of the revelation that her brother is no more a faithful Catholic priest. Father Jack 
admires the African natives’ pagan modes of life and refuses to participate in the 

mass ceremony anymore. The patriarchal priest who has control over the National 
school dismisses Kate because of her brother’s defiance against the imperial 

power’s service and Catholicism of the state. Besides, “the employment 

possibilities for women in 1930 Ireland were limi ted” (85), and if there were jobs 

women were paid less than usual. That is why, Agnes and Rose, who lose their 
home-job of knitting glove as a result of the new knitting factory arrival in the 
small town, will escape the fate of factory workers and leave for London. Their 
fate is fatal however, and they end up dying homeless and poor in London. Agnes 
leaves a note when they leave home: we are gone for good. This is best for all. 
Do not try to find us” (Friel 91). Their fate symbolizes the fate of many emigr ants 
who end up with death and poverty in the Imperial’s capital.  
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Chris who has defied all the moral and social codes of Ballybeg and is the 
single mother to Michael ends up working in the knitting factory which she hates 
everyday of it. Gerry, Chris’s lover is also a wandering salesman struggling to 
make a living. He has to try and change many different jobs including selling 
gramophone, teaching dance, etc.  However, Lojek believes that the Mundy 
sisters: 

Though their lives are shaped by things they cannot do, they are most 
notable for things they do not do. They do not abandon Rose (who is said to have 
mental problem) to an institution. They do not relinquish Michael to an orphanage. 
They do not condemn Chris’s unwed motherhood, Chris does not marry Gerr y, 
despite the conservative society’s expectations, … The inactions are no doubt 

easier because the sisters are isolated even from the small town of Ballybeg, but 
like their dance of defiance, they are signs of subversive resistance to patriarchal 
expectations. (86) 
 
This is the fate of the Mundy sisters and their reactions to it; nonetheless, 

Friel seems to be concerned about the whole generations fate, thus, he tries to 
“give voice to a feminized personification of the nation” (Kelly 154). This staging 

and giving voice attributes to the nation’s strives to retain the lost identity, 

culture, language and landscape.  
Therefore, in Dancing at Lughnasa, Friel’s concern is with the role of 

body and oral culture in reviving the colonized’s subjectivity and ident ity, while 
in Translations it was the role of language and again traditional culture, behind 
the place names for instance, in determining individual and collective identity. 
Ashcroft will also assert the function of the native cultures as a threat to the 
power, as “in many postcolonial societies oral, performative events may be the 

principal present and modern means of continuity for the pre-colonial culture and 
may also be the tools by which the dominant social institutions and discourses 
can be subverted or repositioned” (322). These two plays staged the struggles of 

characters who were fighting from a subaltern position to salvage and revive their 
native language and culture; the pagan dancing festival of Lughnasa and Gaelic 
represented as means in the hands of the Irish to subvert the dominant power. 
Friel’s “importance to Irish culture lies in his rewriting of the master narratives 

he inherited, and a rewriting situated in the margins between cultures” (Kelly 

283).  
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