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Heroines of the Emerald Isle: Irish Women in the Finnish Theatre

Introduction

When John Millington Synge's Playboy of the Western World opened in Dublin in January 1907, it was greeted with riots. The audience at the  opening remained quiet during the first two acts, but when the hero voiced his morally dubious praise of the central female character, Pegeen Mike, in the third act the theatre was filled with boos. 

The critics at Synge's time attacked the way Pegeen was described in the play. She was a far cry from Kathleen the Houlihan, the Irish heroine of all time. Pegeen was untidy, and led astray by her drives. She gave up a good man and fell for the wrong one. She chose a man who turned out to be only a coward and a lier. Pegeen was not necessarily attractive. She had quite a temper and could also keep her father in check. She was described in the play as " a girl you'd see itching and scratching", and she "had a stale stink of poteen on her". The viewers did not really get to know her at all, or understand her. Unexpctedly, she seemed to be helpless when things started going wrong. Watching her in the play was like watching a spider on the wall, a cat in the garden, or a fish in a fish-bowl.

It is nearly a hundred years ago since Irish viewers were shocked by Pegeen. The novelty has worn off, and Pegeen has had many young and old followers in Irish drama. She and her lookalikes have remained either passive objects of gaze or irrational creatures of nature.

In what follows I propose to discuss the sterotype stage Irishwoman, like Synge's Pegeen, that Finnish theatre audiences have been offered in Irish drama over the years. I will also try to examine resons for the existence of this stereotype, and look at possible alternatives. I claim that the stereotype has been in line with the way women have traditionally been seen in Irish society. Alternative views of women would be increasingly available, but for some reason still do not get chosen for translation. The reason for why these alternative views of women do not attract theatre practitioners may at least partly be due to the patriarchal discourse which dominates in theatrical institutions. 

I will first say a few words about the distinction between drama and theatre. This is significant, for example, for the choice of plays for translation as it determines the availability of some texts for both viewers and readers. I will then move on to the Finnish theatre and its use of foreign drama. How easy is it for mainstream or alternative plays to be accepted for translation? For example, although Irish drama may only account for a very small fraction of Finnish theatre repertoires, it is still more visible than many other plays from entire continents and cultural areas.

A central concept in my analysis is metonymy, the way parts or elements of something come to stand for the whole. One play comes to stand for the entire literature or drama. One woman comes to represent the entire womanhood or even nationality. This is why it matters what we see on stage.The Irish plays we see represent all Irish drama for us. And the women we see on stage stand for all Irish women, maybe all women for us. 

Represented in the form of discs, the picture would be something like this

Irish drama

Translations of Irish plays into Finnish
 Women characters 
The translations of Irish plays in the Finnish theatre represent only a part of all Irish drama. However, for Finnish theatre audiences they are all there is to Irish drama. Similarly, the women we see in the plays represent all Irish women for us. Other role models would have been available as well, but were not chosen. These other role models, the audiences will not be aware at all.

So the problem we always get with choice of this kind was already visible in the early reactions to Synge's Pegeen. When a part comes to stand for the whole, we would like that part be very carefully screened. Is that all there is to Irish drama? Is that all there is to Irish women. Or to all women?

Pegeen
All Irish women

All women?

In a talk like this one cannot escape making generalisations, but they will hopefully help to clarify patterns and regularities. For example,I claim that one of the features of Irish women on the Finnish stage is that they tend to be passive losers. Their lives are wasted and there is no future for them. 

At the end of my talk  I will have a look at what else would have been on offer. We could have chosen winners as well? Or shown that losers can become winners. We could have chosen plays which contextualize problems that women encounter in their lives. They do not have problems because of themselves. They have problems because they live in society which has been constructed on somebody else's terms. 

This view, this contextualization, would also offer the common ground for understanding and appreciation. I argue that the possibilities of change and development are all there, if only theatre practitioners in both Ireland and Finland are prepared to shatter the existing dominant discourse and give women themselves the floor. 

 Theatre and Drama
The title of my talks refes to two different concepts, theatre and drama. I propose to talk about Heroines of the Emerald Isle in those texts of Irish drama which have been chosen for translation for the Finnish stage. In other words I will concentrate on that part of Irish drama which has been translated for the use as theatre texts in the Finnish theatre. They are the ones made accessible for Finnish audiences.

Theatre texts are used for stage productions, whereas drama as literature has another function. The two can overlap, but they do not necessarily have to do so. Dramatic texts or drama can function outside the theatrical system, and the theatrical system can function without it. There is drama which is no longer, or perhaps has never been, performed, and there are performances which are not based on any written work, or which are not accompanied by the publication of any text. Theatre is larger in scope than dramatic texts or drama. Theatre does not necessarily use a verbal component in its shows, and text-centred theatre is only one form of theatre. 

The publication of drama in printed form for reading varies between cultures. In Finland dramatic texts are mostly seen as synonymous with theatre texts, and of interest only to theatre practitioners but not to the general public. Apart from canonical drama, very few plays get published in printed form, and syllabuses at schools or universities rarely include plays in their literary reading lists. Finns do not read plays, so the only contact we have with drama is on stage.

A different reaction is found, for example, in England or Ireland. In these countries, publishers usually wait until a play has established itself in the theatre in order to be able to use the publicity generated by the production on stage. Or a printed version may come out at the same time as the production as a tie-in. Most contemporary Irish plays include a more or less detailed account of the cast in the premiere. Publication of plays in printed form also provides a means of making texts available for production in the theatre. However, not all plays get published in England or Ireland either. This has, for example, been seen as one of the reasons for the invisibility of women's writings for the theatre. Many plays written by women playrights do not get published in printed form.

Foreign drama in the Finnish theatre
In the English speaking world the number of translated plays is insignificant. Translations tend to be confined to recognized classics. In Finland the situation is different.

Foreign plays have always formed the foundation of Finnish theatre repertoires?

Translated plays have been crucial for the Finnish theatre right from the beginning. At the start of our national theatre in 1872, domestic drama made up only a quarter, and a hundred years later in the 1970s it had settled down to an average of about half of the repertoires. Throughout the nineties, over half of all theatre tickets have  been sold to performances of translated plays. 

93-94

53% to foreign drama

94-95

60%




95-96

62




96-97

57




97-98

60




Where do the foreign plays come from?
In the early years of the Finnish theatre most of the foreign drama came from Germany. Also French enjoyed high status. Statistics show that 29% of translated drama was German, 28% French, 20% Scandinavian, and 7% of English origin. 

After the Second World War the Finnish theatre became oriented towards the winners of the war and to the dominance of English and French drama. By the end of the sixties English drama had overtaken the others with 30% of all productions, leaving the others far behind. 

The Anglo-American dominance continues in contemporary theatre. If we look at the ticket sales in the nineties, we find that the share of all English-language drama has stayed at around 30%, and the division between English and American drama looks like this: 
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Foreign plays do not come randomly from other cultures, nor is their choice based on merit only. For example in the theatrical season 1997-1998, the audiences saw 52 plays by English authors, and 28 plays by  American ones. From outside Europe and North America, the audiences were offered six plays only. Compared with this, Irish playwrights have fared resonably well in Finland. Throughout the nineties the number of Irish plays in Finnish theatre repertoires has been up to three plays a year. All in all, the Finnish theatrical system has integrated some fifty full-length and twenty one-act Irish plays. Some of the full-length plays have been translated more than once. 

Who are then the Irish playwrights whose works have interested Finnish theatre practitioners and whose plays have been introduced to Finnish theatre audiences?

What is Irish Drama? 

The whole concept of nationality as a determining factor for one's writing is shaky. For example, in the theatre statistics for the nineties Irishness has been viewed like this:

90-91  one play from Ireland: Wilde: The Portrait of Dorian Gray 

91-92 two plays: Synge: The Playboy of the Western World, Friel: Dancing at Lughnasa
92-93 one play: Dancing at Lughnasa)

93-94 one play Brian Phelan: Himself)

94-95 three plays : Phelan: Himself;  Behan: The Hostage, Friel: Dancing at Lughnasa
95-96 one: Behan: The Hostage; (Wilde: The Importance of Being Ernest, Ideal Husband under English plays)

96-97 two : Friel: Dancing at Lughnasa, O'Keeffe John Villit vuodet (Wilde : The importance of being Ernest  under English drama)

In other words, occasionally it seems to be difficult to define an author's nationality. Nationalities are imagined communities, as Benedict Anderson has argued. So, for example, when we talk about Irish playwrights, we have to decide what we mean by their Irishness. Do we refer to 1) people who are born or brought up in Ireland, or do we refer to those whose 2) writings reflect Irish oral or written tradition. Do we set demands on the language they write in? In some cases, Irish writers could thus be of Irish, English, Scottish or indeed of any origin. Or, the place of birth or upbringing would not necessarily make anybody Irish.

The Irishness of six playwrights whose works have been translated into Finnish, has been questioned in various literary histories. Three of them, William Congreve, Richard Brinsley Sheridan and Oliver Goldsmith, come from the colonial phase of Irish literature (1690-1800), when Irish writers were drawn almost exclusively from the Protestant Ascendancy class. They saw London as their cultural metropolis, and chose universalist themes for their works . Some literary histories categorise Congreve within the English tradition, and, for example,the Concise Cambridge History of English Literature by Sampson (1965) adds to the account of Congreve the biographical detail that he was born near Leeds in 1670. Some scholars claim this to be  false. They say Congreve falsified his birth by two years in order to avoid the unfashionable implications of being Irish.

The other three playwrights who are frequently included in the English tradition are George Bernard Shaw, Oscar Wilde and Samuel Beckett. In Finnish theatre statistics Shaw and Wilde are often listed under English, not Irish plays, and Beckett appears occasionally under French drama, as most of his plays have come to Finland through the French language.

The Popularity of Irish Playwrights in Finland 

If popularity is measured by 1) the number of times a play has been accepted for production, or by 2) the number of performances per production, the more “universal” (or English?) playwrights such as Shaw, Wilde and Beckett have interested Finnish theatre practitioners a great deal more than some other Irish playwrights.

Shaw has had nineteen of his plays produced in Finnish theatres, with Pygmalion topping the list with 42 productions. Finnish theatre audiences have seen Pygmalion ever since 1914, with the latest production in 1993. The musical My Fair Lady explains most of this popularity, as the two have not been separated in the Finnish theatre statistics. Shaw is the fourth most popular playwright of all also in terms of the number of plays which have been commissioned for translation more than once. 

Shaw’s Arms and the Man follows Pygmalion, with twenty-one productions, and the translation of Wilde’s The Importance of Being Earnest comes next with nineteen. Waiting for Godot has been produced twelve times. 

Of the playwrights who meet both the above criteria of Irishness (they are born in Ireland and their work has essentially Irish themes) only Synge can compete with these numbers: his Playboy of the Western World has been produced twelve times.

The choice of a play for the repertoire indicates the intentions of the theatre practitioners, whereas the number of performances gives some ideas of the viewers' reactions. Their likes and dislikes determines to a large extent the number of performances. If a play does not attract enough interest, it will soon be dropped from the repertoire.

Finnish audiences have responded most favourably to the staging of the plays of by Shaw, Wilde, and Becket. In terms of the number of performances, Pygmalion has been the most popular Irish play, The Importance of Being Earnest the next most popular and The Playboy of the Western World  third. The next two are Arms and the Man and Waiting for Godot.

The plays where an Irish social setting or an Irish theme is central to the structure of the play have not been nearly as popular. Brendan Behan's Hostage had 179 performances in eleven productions  while the figures for Pygmalion were 541 performances in 42 productions. Richard’s Cork Leg has only been staged once, in a production running to 27 performances. Sean O'Casey's Juno and the  Paycock has not interested theatre practitioners either, and it has only been produced once since the fifties. O'Casey's Plough and the Stars has been performed in only three Finnish theatres. Brian Friel’s drama was introduced to Finnish theatre audiences at the end of the seventies and the beginning of the eighties, but his three plays have not attracted much attention either. It is still too to say anything definite about the plays by Martin McDonagh which have arrived in the latter half of the nineties. The Beauty Queen of Leenane has been so far produced by four theatres, The Cripple of Inishmaan by three and The Lonesome West by one theatre. 

Heroines of the Emerald Isle on the Finnish Stage
For my purposes only the plays in the latter group, that is those which are set in Ireland and linked with a recognizable social context are relevant. Only they propose to offer us a glimpse of what the Irish are like, and for my purposes, what the Irish women are like. This confines the material to the plays written in the realist tradition in the twentieth century, and excludes the most popular Irish universalist (or English) playwrights such as Wilde, Shaw and Becket. 
As my intention is to look at representations of Irish women, I have chosen plays where the central characters are women, and will try to find features which these women have in common. I have chosen 

Pegeen Mike  from The Playboy of the Western World

Juno Boyle from Juno and the Paycock

Cass McQuire from The Loves of Cass Maguire

The five Mundy sisters in Dancing at Lughnasa

and

Mag and Maureen Nolan from The Beauty Queen of Leenane

The stories where these women feature as central characters offer the viewers women of different ages at different stages in their lives: 

The Playboy of the Western World is set in a village on a wild coast of Mayo. A young man, Christy Mahon,is on the run because he believes that he has killed his father. He arrives in a country shebeen or pub in Mayo and the people of the village, though horrified by his deed, are fascinated by him at the same time, and  treated him with great respect. He gets a job in the shebeen as a pot boy, and village girls come to hear his story and show their admiration. The shebeen belongs to Michael Flaherty, whose only daughter Pegeen is engaged and shortly to be married to a village boy. Pegeen falls in love with Christy, who wins a local sports race and becomes a celebrated hero. His fame is created by the people around him, and he begins to live up to it. Unexpectedly, the whole pattern is broken. Old Mahon, the father who was supposed to have been brutally killed and buried, appears and Christy's fame crumbles, and Pegeen turns against him. She has missed her chance of escaping her everyday drudgery. She has missed her prince. At the end of the play, she cries out in despair "Oh, my grief, I've lost him surely. I've lost the only Playboy of the Western World". But what can she do. Accept what may come?

Juno and the Paycock tells the story of the poor working-class Boyle family, who live  in a Dublin tenement block. The time is the Civil War in the 1920s. The family has two children. The father, Captain Boyle, is a drunkard who spends more time in the neighbourhood pubs with his friend Joxer Daly than he ever does with his family. A mysterious pain hits his legs every time he hears about a job that is going. The exhausted mother June looks after the family both physically and spiritually. One day the daughter Mary meets a Mr Bentham, a school teacher who starts courting her. Bentham not only dazzles everybody with his verbosity and extensive reading, but also brings information to Captain Boyle about the will of a cousin. The will promises the Boyles a considerable sum of money. The spending begins. In anticipation, both parents start throwing money around: the flat is furnished anew, a gramophone is bought, new clothes etc are bought on tick. Mary gets engaged to Mr Bentham. Inevitably, one day,  it all collapses. The will will never materialize because of an ambiguity in the wording. The furniture is carried out; the gramophone disappears; the Captain’s new suit is taken away. Mr Bentham disappears and is never heard of again. Mary is  pregnant – in Catholic Ireland, a fate worse than death – and Johnny,the son, is taken away to be shot by the Free Staters for betraying a neighbour’s son to the enemies. Captain Boyle goes off drinking with Joxer, after turning Mary out of the house. The mother, Juno, picks up the pieces, and after a heart-breaking lament on her son, leaves the house to look after Mary and her unborn baby.

Cass Maguire is Harry’s seventy-year-old unmarried sister, who has returned to Ireland after fifty-two years in America. She is loud and big, drinks too much, and does not fit in well with her businessman brother’s well-behaved middle-class circles. After only about a week, she goes on a drinking spree and causes havoc in the local pub, and her brother Harry is called to sort out the incident with the police. It is then that Harry takes the decision to find Cass a place in Eden House, a retirement home, and, however reluctantly, Cass has to move in. Her life has been hard in America, she has been working in a hamburger bar, and every month she has sent ten dollars to Harry to help him with the children’s upbringing. Harry’s family has never really needed the money, and Harry has deposited it all in a bank account for when Cass comes back. In other words, with that money, she is now sent to the retirement home. All her life she has longed to have a family, but her family does not want her. Cass has no choice but to accept her fate so she moves into Eden House.  

In The Beauty Queen of Leenane ,the Nolan women, Maureen, the daughter who is forty and Mag, the mother, who is 70,. live in a deserted rural setting near Westport and Carraroe. Maureen has had mental problems for which she had  been treated in a psychiatric hospital in England. She was released as the mother promised to look after her. Maureen has become her mother's servant and the cottage her prison. The mother irritates her with her demands and complaints, but is obviously afraid of Maureen leaving her. Where would she go, and who would ldook after her. The two can barely make the ends meet, and the mother seems to live on packet soup and porridge. Maureen gets her chance when a village man Pato Dooley, who works in England, comes to visit her relatives in a farewell party. Although Pato returns to England, he writes to Maureen to ask her to follow him to America where he has been offered a job. The mother conceals the letter and burns it. When Maureen finds out about it, she tortures her mother with burning oil to get the details of the letter and finally kills her. She has missed her chance of getting away and gradually retreats to her own world and insanity. There is nothing she can do but to accept her fate.

Dancing at Lughnasa is set in an imaginary village of Ballybeg on the West coast of Ireland in the thirties. The five Mundy sisters, their ages ranging from 26 to 40,  live in the same household with their sick brother, an Irish priest who has returned back from Uganda after 25 years there as a missionary, and the seven-year-old illegitimate child of one of the sisters. Kate, the school-teacher is the strong decision maker, Maggie is the housekeeper, Rose and Agnes earn some money by their knitting. and Chris  has the illegitimate child. The women have almost lost hope of finding a suitable husband and an improving their lives. They are planning to go to a harvest dance, but Kate soon gets second thoughts. The father of Chris's illegitimate child drops in occasionally, but fails to take any responsibility for his child or the mother. Agnes fancies a village man, but the relationship never develops into anything. The sisters are trapped but helpless in their situation Their story does not have a happy ending. Rose and Agnes lleave for London where they die in miserable poverty, The others stay in Ireland: Chris spends the rest of her life in the knitting factory, hating every day of it. The father of her child continues to visit her, but his visits became more infrequent and finally cease altogether. Maggie takes on the chores of Agnes and Rose and continues to look after the house.Kate become the tutor to a young family in the village, 

The above plays have some similarities with TV-soaps written for women. The women characters are on some level strong, whereas male characters are weak. Pegeen is stron and so is Juno. Cass McQuire has led an independent life and also both Mag and Maureen are very head-stgonglike. On the other hand Christy in the Playboy or Captain Boyle in Juno and the Paycock are weak.. Men are only superficially described or appear as minor characters like Gerry in Danding at Lughnasa or Pato in the Beauty Queen of Leenane.. However the women are also very weak. They are hopelessly trapped in their circumstances which they do not understand and which they cannot escape. They are passively accepting their fate. The plays offer a fatalistic view of the lives of their central characters. These women fail as individuals and have only themselves or the fate to blame. 

Traditionally in Irish society, women come under pressure from both Catholic and Protestant ideologies. In Protestant ideology, 

the role of woman is to serve and suffer. Her role is in the home, and her life task therefore to find a husband and to serve him. In Catholic iconography, women have as their role models the Virgin Mary and Mother Ireland. They are forever forgiving and supportive. They are grieving mothers whose land has been plundered and sons have been taken.

The same ideologies percolate Irish drama as well. In all the above stories women's lives evolve round husbands, either ones they have, or ones they are trying to find. Juno's life is eventually destroyed by her peacock husband and her daughter seems to be destined to the same fate. Pegeen loses her prince and her dream. Cass McQuire dies alone in an old-people's home. She like Maureen in The Beauty Queen of Leenane accept their failures. There is no light at the end of the tunnel.

Women in all these plays are losers. Their lives are wasted or will be wasted mainly because they've failed to find a partner or they have chosen a wrong one. They have failed as individuals. The lives of the women or the reasons for their unfulfilling lives are never politicised. The women in all the above plays are objects of gaze. They are under a magnifying glass, and we are invited to inspect them, but not really understand the reasons for their failure. They do not understand themselves, so how could anybody else understand them. These women do not live in the real world.

These women never stop to wonder why.  We hear no self-quest either: who am I? why do I feel like this? Maureen cannot escape from her mother, and equally the mother cannot escape from her. Why are they confined to live together in their god-forsaken cottage?  They hate, but not stop to think why they hate. Why is Pegeen so anxiously trying to find her prince? Why does Cass McQuire have to move to an old-people's home? The plays are very pessimistic, as there is no way out. The fun and spirit has gone out of the lives of these women and the future looks equally bleak. 

Lets look at some alternatives that would have been available, lets look at some contemporary Irish plays which the Finnish theatrical system has not chosen.

After Easter by Ann Devlin also has a female protagonist a Catholic Greta. She has turned away from her country and moved to England. She has turned away from her religion and married a Protestant. She has three children. When the play opens, she is in a psychiatric hospital in England but released soon to spend the Easter at home. She travels to Belfast, to her mother  where she also meets her two sisters at her dying father's sick-bed. Greta's life is a mess. Her choices have also been wrong, but instead of accepting her fate, she is trying to understand why? Her story is politicised, she does not fail because of herself. She fails because the world is what it is. The Troubles, religious conflicts, the postcolonial situation. Her sister Helen witnesses the same conflicts . She has also given up much of her identity and even adopted an American accent: 

London isn't a good place to have an Irish accent right now. I find that when I'm buying or selling an American accent gets me through the door. Whereas an Irish accent gets me followed round the store by a plainclothes security man, says Helen.

Greta gets sent to the hospital because she has tried to stop a bus by sitting in the middle of the road: Her analysis is clear: - the difference between insanity and politics is only a matter of numbers. Her psychiatrists is able to suggest what answers would get her out of the hospital. Greta's illness is seen in context, not accepted like the insanity of Maureen Nolan's in the Beuty Queen of Leenane. Says her sister Helen:

 In England they lock her up if she's mad but let her go if she's political. In Ireland they lock her up if she's political, but let her go if she's mad. 

In other words, we are constructed by the circumstances we live in.

Ourselves alone by the same writer has two young sisters and their siste-in law trying to assert their needs and individuality against the strong masculine politics of the postcolonial troubles-ridden background. They have to admit that personal lives are profoundly politicized in Northern Ireland.

In all these plays the self-quest of the women has a social explanation. They do not fail as individuals but because society has made it impossibly for them to succeed. Politics and religion are part of their identity. And they not passively accepting their fate but actively trying to shape their lives. Another important feature is the ideal that the women are looking for. It is not a suitable partner, but a peace of mind which can but does not have to  include a partner.  And they are trying to understand what is going.. Women in the above plays are looking ahead, even when the circumstances remain the same. They see some light at the end of the tunnel and are determined to get there. Greta will stay on in England but has finally found herself. Frieda, Josie, and Frieda may not end up happy, but at least they have tried and will go on trying to have a say in how their lives will go.
So what makes the difference? The plays which show traditional women characters all offer an outsiders' view to the lives of their protagonists. There is no empathy as the writer's have not been able to provide the basis for it. They represent the typical male discourse of women. The colonialist descriptions have for long been rejected as valid analyses of the Irish situation. So why do we still accept the male analysis of a woman's psyche as a valid one?

Some years ago I attended a theatre studies course in theatrical history. The Lecturer covered over two thousand years of productions, playwrights, and directors in the history of our western theatre. And did not mention a single woman. When I asked why there were no women included in his account, he said it was because he was only able to cover the most important milestones in it. The male discourse has been firmly established in the theatre.

We still see women on stage only through the eyes of male playwrights, and the dominant image of Irish theatre remains that of a male-authored literary drama. The participation of women tends to remain invisible because male authors hold  key positions of power both in the major theatres, and  publishing houses. Women's voice tends to drown in the overwhelming wealth of male writing. However, the seeds of change are there. Irish women authors have increasingly found their way to London and New York. So far they have not been picked up by Finnish theatre practitioners. Human beings are not very receptive to new stories, but maybe gradually the female discourse about women in Ireland can establish itself also in the Finnish theatre. Welcome new heroines!
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Anglo-American drama in Finnish theatre repertoires
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90-91  one play from Ireland: 

Wilde: The Portrait of Dorian Gray 

91-92 two plays: 

Synge: The Playboy of the Western World, 

Friel: Dancing at Lughnasa

92-93 one play: 

Dancing at Lughnasa
93-94 one play 

Brian Phelan: Himself
94-95 three plays 

Phelan: Himself;  

Behan: The Hostage, 

Friel: Dancing at Lughnasa

95-96 one: 

Behan: The Hostage; 

(Wilde: The Importance of Being Ernest, Ideal Husband under English plays)

96-97 two : 

Friel: Dancing at Lughnasa, 

O'Keeffe John Villit vuodet 

(Wilde : The importance of being Ernest under English drama)

 Popularity  

1) the number of times a play has been accepted for production

Shaw:  Pygmalion  

42 productions.

Shaw:  Arms and the Man  

21 productions

Wilde: The Importance of Being Earnest  18 productions

Beckett:  Waiting for Godot  12 productions 

Synge  The Playboy of the Western World 12 productions
2) Number of performances

Pygmalion: 541 performances

The Importance of Being Earnest: 474

The Playboy of the Western World 383

The  Arms and the Man 217

Waiting for Godot 204
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