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Bíonn Dhá Insint ar Gach Scéal: Re-reading   Beatha Pheig Sayers
John Eastlake 

Peig Sayers of the Great Blasket Island, famous throughout Europe for her storytelling in the Irish language, also produced three published autobiographies: Peig: a Scéal Féin, Machnamh Seanmhná, and Beatha Pheig Sayers. All three were the result of a collaborative process of production involving multiple individuals. As working documents are not extant, the published texts themselves serve as a record of the collaborations that produced them. It is important that all three texts be read together to provide perspective on that process of collaboration.  In particular, Beatha Pheig Sayers has not been read as an integral part of Sayers’ literary production. This article argues that Beatha Pheig Sayers contains a crucial retelling of the story of Sayers’ arranged marriage that is essential to understanding her discourses about marriage in all three published autobiographies. As such, Beatha Pheig Sayers has a great deal to contribute to our understanding of Peig Sayers and her published autobiographies.
Introduction

The emergence of autobiography as a prolific genre in Irish-language literature was largely a result of the Gaelic revival of the late nineteenth and early twentieth centuries, during which revivalists sought to draw the highly valued ‘Native speaker’ of Irish into the production of literature. Visitors to the Gaeltacht, or Irish-speaking areas of Ireland, encouraged members of Irish-speaking communities to relate their own life stories either in writing or by dictation, as it was felt that autobiography was perhaps a less-challenging genre for those who were presumed to be largely unfamiliar with written literary conventions. From the early years of the twentieth century, various visitors to the Great Blasket Island off the west coast of Co. Kerry, including writers, language activists, and European scholars, stimulated and encouraged the production of texts, particularly life-stories. 

The first autobiography to be published was An tOileánach (1929) by Tomás Ó Criomhthain, a Blasket Island fisherman, who received encouragement from and collaborated with a variety of individuals.1 As Máirín Nic Eoin (2007: 132) has explained: ‘[This book] is the most significant work of autobiography to have been written in Irish and was a milestone in the emergence of twentieth century Gaeltacht literature in general’. The critical and commercial success of An tOileánach opened the gates for the publication of many other Gaeltacht autobiographies, which were often the product of a collaboration between a member of one of Ireland’s Irish-speaking communities and an outsider interested in the Irish language or Irish-language culture. From the Blaskets came two more prominent texts, Fiche Blian ag Fás (1933) by Muiris Ó Súilleabháin, and Peig, a Scéal Féin (1936) by Peig Sayers, referred to as Peig henceforth.2 These texts were followed by a wave of publications in the 1940s and 1950s from several of the Gaeltacht regions in Ireland, generally following conventions established by An tOileánach primarily, and to a lesser extent by Fiche Blian ag Fás and Peig (Nic Eoin 2007: 139-41).

Over subsequent decades, members of the Blasket Island community produced several other notable memoirs, autobiographies, and collections of correspondence. However, the ‘significance of [the] first generation of Blasket Island authors cannot be overestimated when considering the subsequent development of Gaeltacht autobiography. Not only did they provide narrative paradigms, but their work provided a model also for the collaborative mode of literary production which was to shape most subsequent examples of the genre’ (ibid.: 138). For this reason, it seems certain that critical attention will return again and again to these foundational texts, particularly An tOileánach / The Islandman and Peig, as the respective templates for male and female Native autobiography in Ireland.3 While the Irish-language literary tradition has produced certain texts with autobiographical dimensions, such as Cín Lae Amhlaoibh Uí Shúilleabháin, there has been no organic or continuous development of autobiography as a literary genre in Irish-language literature.4 This discontinuity is perhaps partially responsible for the underdeveloped state of the critical discussion of Irish-language autobiographies. While An tOileánach / The Islandman has received an ever-growing amount of critical attention from a variety of critics in recent years,5 the autobiographies of Peig Sayers have received less critical attention from scholars, with the notable exceptions of substantial and significant articles by Joan Radner, Patricia Coughlan and those in the collection edited by Máire Ní Chéilleachair. It is perhaps the case that An tOileánach draws the attention of interested critics by virtue of having been produced ‘first’, and is thus seen as a potential, even likely, influence on the production of Peig. Accordingly, it may be that some critics have assumed Peig to be less deserving of their attention.

Works such as An tOileánach and Peig may be regarded as Gaeltacht autobiographies, that is, an autobiography with a member of a Gaeltacht community as its author-subject, but they might also be regarded as what I have described elsewhere as Native autobiographies. A Native autobiography is typified by its process of production, which is cross-cultural, collaborative, and usually involves multiple participants acting in three roles: Native, editor, and translator. In the case of An tOileánach / The Islandman, the initial collaboration between Tomás Ó Criomhthain, An Seabhac and Brian Ó Ceallaigh led to further ‘collaborations’ with Robin Flower, Pádraig Ua Maoileoin and Seán Ó Coileáin, resulting in three Irish-language editions of the text and an English-language translation. In the model I describe here, the text is authored not by a single person, but by the collaboration between several individuals acting in certain, even multiple, roles.

The Autobiographies of Peig Sayers

Peig, the first autobiography of Peig Sayers, was produced by at least three collaborators. Peig dictated her life-story to her son, Mícheál Ó Gaoithín, at the urgings of Máire Ní Chinnéide.6 The resulting text was published in 1936. It was later translated into English by Bryan MacMahon in 1974. The ‘authorship’ of either the Irish or the English versions of the text becomes a distributed function, rather than a quality inherent in an individual. Peig told the stories to her son. In the absence of recordings of their sessions together, it becomes impossible to distinguish with absolute certainty between Peig’s contributions to the text and her son’s. Despite the fact that Peig appears to fit the mould of an as-told-to autobiography, note the presence of what amounts to two separate editors: Peig’s son, Mícheál, and Máire Ní Chinnéide, who both contributed to and shaped the text in their own ways. Ó Gaoithín may have also acted at times in the Native role, contributing to the text as an informant, even in the voice of Peig, as the narrator. For instance, the stylistic reflex of ‘a léitheoir / dear reader’ is one that is used throughout Peig, but also throughout Ó Gaoithín’s own autobiography, Is Truagh ná Fanann an Óige (1953), suggesting the possibility that certain stylistic, even iconic, features of the narrative voice in Peig, such as the reflex toward narrating interior, silently-voiced commentary from her own mind (‘i m’aigne féin’), stem from Mícheál working in collaboration with Peig. While this is perhaps a speculative reading, it serves to indicate the manner in which Mícheál and Peig’s contributions to the text may be so thoroughly synthesised that separating them with certainty is most difficult, if not impossible. More mysterious, perhaps, is Ní Chinnéide’s influence on the text. Not only did she edit the text before publication, she was also instrumental in initiating the project, a fact prominently noted by both Peig and her son in Peig.7 According to her foreword in Peig, Ní Chinnéide also took the step of reading the manuscript, as produced by Ó Gaoithín, back to Peig, for the purpose of making corrections.8 It is likely that Ní Chinnéide did influence Peig’s choices of how she narrated her life from before, and possibly during, her collaboration with Ó Gaoithín. But how does one account for this type of influence, one which leaves no direct evidence, in a reading of the text?

Furthermore, Peig also produced two other autobiographies in collaboration with her son. The second text, Machnamh Seanmhná (An Old Woman’s Reflections), was published in 1939, and once again emerged from the collaboration between Peig, her son, and Ní Chinnéide.9 A third text, Beatha Pheig Sayers, was published by Ó Gaoithín in 1970, although he likely completed the manuscript sometime around 1940.10 Beatha Pheig Sayers retold, sometimes quite differently, several of the events and anecdotes found in the first two autobiographies. 

To understand the relationship between these works, which constitute a textual cluster of Peig Sayers autobiography, I would position the first Irish-language edition of Peig (1936) as the central text, not necessarily because it was the first published, or because it is the text that has been most read, but rather because the other texts in the immediate cluster exist in relation to it. The second and third autobiographies were published following the success of Peig, and their contents may be read as a discourse or commentary on the contents of the first autobiography. In addition, while Peig was translated into English, it is unlike other Blasket autobiographies which, arguably, have been more read in English than in Irish, as Peig was not translated immediately, and so the Irish version of the text was prominent for a period of almost four decades. Although it is a very significant text, it is still not enough to read Peig in isolation, whether in Irish or English. This reading would not have the scope or perspective to offer significant insight into how the various collaborators in their roles as Native, editor and translator contributed to the published text. To understand the agendas motivating Peig, her son, Mícheál, her editor, Ní Chinnéide, and translator, MacMahon, we must look to the perspective offered by reading the textual cluster around Peig. Since there are no extant records of the working sessions, the published text of Peig (1936) is itself the record of the collaboration, and to gain insight into its workings, we must rely on the multiple texts produced over time to give some evidence as to what decisions and negotiations were made during the production of the texts. The textual cluster is also our primary source from which to determine to what degree those decisions were cooperative or coerced.

Reading Collaboratively-produced Autobiography

Discussion about the relative merits of Peig’s three autobiographies has been stimulated recently by the publication of Patricia Coughlan’s latest article on Peig Sayers and her place in Irish culture, ‘Rereading Peig Sayers: Women’s Autobiography, Social History and Narrative Art’ (2007: 58-73).11 In her writing on Peig Sayers, Coughlan has reinvigorated the discussion about how best to read Peig’s life across three autobiographies, in addition to the copious amounts of folklore she produced in collaboration with various collectors. Coughlan has made a particularly significant intervention in the debate over authorship in the autobiographies of Peig Sayers. As she summarises the debate, there are two polarised positions: one suggesting that Peig herself is the author and the other extreme arguing that Ó Gaoithín is the author (ibid.: 60-61). The strong desire to identify a single author as a pre-requisite to the act of reading stems from a Romantic theory of authorship, which, in the case of autobiography, seeks to guarantee absolute identity between author, narrator and protagonist in the text. In her brief discussion of the question of authorship in Sayers’ first autobiography, Coughlan concludes: ‘My strong suggestion, therefore, is that we should credit Peig with her authorship, however collaboratively exercised in conjunction with her son’ (ibid.: 61, emphasis in the original). I wholeheartedly agree with the tenor of Coughlan’s conclusion, but would modify it slightly to say that we should credit Peig with agency, and that credit for authorship should go to the collaboration that produced the published text. It was no small obstacle to the production of a printed, published autobiography, for instance, that Peig Sayers did not have direct access to the technologies of writing in Irish or mass-print publishing. It may have been impossible for Sayers to have produced any text in Irish that could be printed and distributed on a large scale on her own. It seems fair to conclude that she needed collaborators for there to even be a text for critics to discuss. This is not to detract from Peig’s successes in exercising her agency as a collaborator, as a narrator, and, indeed, as the protagonist of her three autobiographies. 


To say that the author must be either Mícheál or Peig – that it must be one or the other – even if Peig is finally judged to be the one, true author, is, in an ironic twist, actually undermining of Peig’s agency. This monological view suggests that Peig’s decision to work with a collaborator, which she chose to do multiple times, was a weakness, a mistake that ideally would be corrected to undo the collaboration and remove Mícheál’s contributions entirely. But if we are to take seriously the idea that Peig had significant agency in the production of texts representing her accumulated knowledge, her performances, and her life, and I think there is ample evidence for so doing, then we should take her agency in choosing collaborators seriously as well. She chose to work with Mícheál, not once or twice, but three times. And it must be considered, as she did not produce any other published autobiographies with her numerous other collaborators, such as Seosamh Ó Dalaigh, Kenneth Jackson or Robin Flower, that Ó Gaoithín was an integral part of the production of these texts, and that without his collaboration there might be no autobiography at all, not to mention three. The persistent, if seldom acknowledged, idea that the texts we have are somehow less than a non-existent, ideal text is deeply undermining of Peig’s agency as a collaborative author. The implicit suggestion that hovers in the background of many considerations of collaboratively-authored texts is that we should read them only to measure how they fall short of an imagined, single-authored, ideal text. How can a reading of the actual text proceed when it is being measured against a text that was never produced? Such readings as these cannot help but miss what is actually present in the text, since they do not pay attention to the actual text that was produced.

Re-reading Beatha Pheig Sayers
Coughlan’s conclusions about the third autobiography, Beatha Pheig Sayers (1970) are of particular interest, as she sees it as fundamentally more Ó Gaoithín’s work than Peig’s. This is of particular significance for any reader interested in discerning the contributions of specific collaborators to the individual texts. Both Peig and Machnamh Seanmhná were produced by Sayers, Ó Gaoithín and Ní Chinnéide in collaboration (and later translated by MacMahon and Ennis respectively). However, Beatha Pheig Sayers was produced without Ní Chinnéide, and is usually listed with Mícheál Ó Gaoithín as its sole author, even though the text is presented as autobiographical, not biographical. Coughlan describes it as ‘published long after Peig’s death and the unequivocal product of Maidhc’s own imagination’ (2007: 61). As already noted, Beatha Pheig Sayers was likely completed in manuscript around 1940. Coughlan, however, couples the book’s late publication with a comparative reading between this text and the first two autobiographies to find ‘a falling off of interest and quality in the third volume’. This ‘falling off’ is suggested as proof that Ó Gaoithín produced the third autobiography of his own accord and without significant or active collaboration with Peig (ibid.). On the other hand, the protagonist of Beatha Pheig Sayers is more outspoken, more independent, and exercises her agency more bluntly and with far less servility than the more (at least outwardly) docile and passive protagonist of Peig. Regardless of whether or not the protagonist of the third autobiography is more a product of Mícheál than Peig, Coughlan’s reading seems to disregard the achievements of the third text due to a negative assessment of it on the basis of deficient authorship. While Coughlan’s work is an excellent example of what can be achieved through close reading, she does not accept that all of the Peig texts are equally the results of collaborative production, and argues instead for the higher value of those texts that are ‘more’ authored by Peig than by her collaborators.

The Story of the Match: Peig

Indeed, many of the substantive differences between Peig and Beatha Pheig Sayers revolve around the story of Peig Sayers’ match to Peatsaí Flint Ó Gaoithín. In Peig, the story of the match is covered in a single, thematically-unified chapter. This is consistent with the general structure of Peig: themed chapters arranged in chronological order. This event is also used to make assertions about matches generally, as well as to tell the story of Peig’s own match. In the story as told in Peig, her brother, Seán, arranges the match without her input, she does not know her prospective husband or his family, and she narrates with extravagant humility after meeting them for the first time: ‘Each one of them was too good a man for me even if I were seven times a better woman than I was’ (Sayers 1974: 151). In the end, she accedes to her father’s wish that she marry, saying, ‘whatever pleases you pleases me,’ in another extravagant gesture towards male authority (ibid.: 151).

Peig, in her role as narrator, both establishes, and fulfills, conventions relating to humility, and a daughter’s deference to her father’s authority, in a single textual genuflection to patriarchal authority. However, the actual hinge at the heart of the episode reads differently. When her father asks her if she will go to the Island, emphasising the risk and hardship of an Island life, rather than asking if she will marry the prospective husband, Peig-the-narrator freezes the action to reflect: 

I considered for a while for I had two choices in the palm of my hand – to marry or go into service again. I was sick and tired of that same service and I thought it would be better for me to have a man to my back and someone to protect me, and to own a house too, where I could sit down at my ease whenever I’d be weary. (Sayers 1974: 151)

In this sequence both Peig-as-narrator and Peig-as-protagonist are working very hard to provide ethnographic detail, in the form of generalisations about match-making, to serve as context for her own actions within that general context. So while conventions are established and satisfied, there is also a powerful assertion of agency in a sphere that is conventionally shown to be in the control of men, especially when arranging a match for a dowry-less daughter. At the very moment of submission and powerlessness, Peig-as-narrator redefines the situation as ‘two choices in the palm of her hand’ and, whatever about the terrors of life on the island, she frames the choice to marry as a choice between autonomy and servitude. She portrays the choice as between having her own house, or being continually under the thumb of such female tormentors as her sister-in-law and her second employer.

In Machnamh Seanmhná, translated as An Old Woman’s Reflections, the text is a formal mixture of the oral genre of seanchas and the literary genre of memoir, which often inclines towards the anecdotal. Of the eighteen chapters, roughly a third involve discourse about love and marriage, suggesting that marriage, along with birth and death, was a defining event in the consideration of a person’s life, and that Peig had a lot to say about marriage, and more to say about other topics, such as hardship and faith, by talking about marriage. She does not discuss her own match and marriage in this text; perhaps as it did not fit well with the genre of seanchas, and even more likely as it had already been described in the first autobiography, Peig.

The Story of the Match: Beatha Pheig Sayers
In Beatha Pheig Sayers, which reverts to the style and voice of the first text, Peig, anecdotes are woven into a chronological narrative frame centred on Peig’s life and the people she meets. Peig-as-narrator expands from her own story to include stories about people she meets in the course of the narrative, or expands thematically on some anecdote or story about a person mentioned, often concluding with a proverb or moral that offers perspective on some event in the narrative. Peig-as-narrator discusses several subjects more frankly in the third autobiography, such as drinking and the raw hatred for landlords. She also discusses frivolous but risqué topics such as buying ballad sheets, probably printed in English, which her employer describes as trash, and fortune telling, in the form of an encounter with a card reader. 

‘Bíonn dhá insint ar gach scéal’, as the saying goes,12 and in Beatha Pheig Sayers, the collaborative decision on Peig and Mícheál’s part to retell the story of Peig’s match as a romance may not be just the fantasy of a son wishing to imagine that his parents had a marriage born out of love and romance rather than economic concerns. It may indeed represent a further collaboration between Peig and Mícheál that deliberately tells the story another way, perhaps because having the more conventional version in print already made it permissible. In Beatha Pheig Sayers, the story of Peig’s match, which is perhaps the pivotal moment in her life, is developed over the course of the text, rather than within a single chapter. This is a significant shift in structure, as it makes the story of her match the organising principle of her sense of her own life and selfhood, rather than having a series of semi-independent chapters arranged in chronological order. 

Her husband-to-be, Peatsaí Flint Ó Gaoithín, first comes to her attention when he helps to save a man from the sea. He is a local hero. Over the course of several chapters, Peig-as-narrator uses foreshadowing to indicate the particular significance of Peatsaí Flint to her. In the meantime, Peig rejects a match proposed for her by her second mistress, stating: ‘“Ní phósfad aoinne fé mar dúrt cheana, gan grá do bheith agam do”’ (Ó Gaoithín 1970: 55) [‘I won't marry anyone, as I have said, if I don’t love  him’]. Unlike the first text, in which elaborate gestures are made to the primacy of male authority over the process of match-making, in this text, Peig refuses the match categorically and in no uncertain terms, despite its economic benefits to herself and her family, and ignores her father in favour of discussing the situation with her mother. She says, ‘“Níl faic agam le rá, a Mham,” arsa mise. “Ach níl aon fhonn orm aon mhac feilimeora a phósadh.” (ibid.: 66) [‘I have nothing to say, Mam,’ I said. ‘But I have no desire to marry any farmer’s son’]. The necessity of grá is clearly and consistently stated in Beatha Pheig Sayers as an essential condition if Peig is to marry. Later in the text, she meets a woman from the Great Blasket, who, in an encounter reminiscent of the riddling game (in which one is challenged to correctly name a speaker often using deeply intuitive knowledge), identifies Peig, saying: ‘“Agus is tusa Peig Sayers go bhfuil Peatsaí Flint mór leat”’ (ibid.: 116) [‘And you are the Peig Sayers of whom Peatsaí Flint is very fond indeed’]. Peatsaí Flint has seen her in town and fallen in love with her from afar. Eventually the match is made, with Peig carefully managing the romance through the actions of her brother, Seán. But the story is as much about Peig’s process of deciding if she could become one of the exotic, wild and strange island-women, as it is about deciding if she wants to marry Peatsaí Flint. Peig-as-narrator concludes this version of her story by saying: ‘Bhíos sásta leis an saol ar shlí. Bhí mo chéad ghrá agam agus fear mín macánta ná dúirt focal searbh liomsa nó gur scar an bás le chéile sinn’ (ibid.: 150) [‘I was satisfied with my life in one way. I had my first love, and he was a fine and gentle man that never said a sharp word to me until we were parted by death’]. 

In Beatha Pheig Sayers,Peig’s self is both integrated and individuated through the narrative of her love match, and her sense of self is ultimately based on her success in this area. Three narrative arcs are woven together: her escape from domestic service which she regards as worse than servitude; her romance which leads to marriage with Peatsaí Flint; and, her metamorphosis into an island-woman who had the strength, courage and skill to endure life on the Great Blasket. But it is the retelling of the story of her match that provides narrative unity, satisfies the organic and chronological imperatives of the form of Native autobiography, and enables the satisfactory resolution of the other two arcs. In this way, Peig uses her match as a way of narrating her life in Beatha Pheig Sayers, and this collaborative, textual performance should not be excluded from the study of her oeuvre. 
Notes

 Tomás Ó Criomhthain’s work An tOileánach (1929) was edited by Pádraig Ó Siochfhradha (alias An Seabhac). An tOileánach was translated into English as The Islandman (1934) by Robin Flower. However, as Philip O’Leary (2004: 569, n. 167) has explained: ‘It is worth noting that one of the very first Gaeltacht autobiographies was written in 1926, predating An tOileánach by three years, but was not published until 1968. This work was the schoolmaster Diarmaid Ó hÉigeartaigh’s Is Uasal Céird (It is a noble occupation), ed. Stiofán Ó hAnnracháin (BÁC: Foilseacháin Náisiúnta Teóranta, 1968)’. Ó Criomhthain had also completed his manuscript in 1926 even though it was not published until 1929. In any case, An tOileánach was received and welcomed as ‘the first’ by critics and readers, and it is still widely regarded as the first Gaeltacht autobiography.

2 Muiris Ó Súilleabháin’s Fiche Blian ag Fás (1933) was translated as Twenty Years A-Growing in 1933 by George Thomson and Moya Llewellyn Davies, and Peig Sayers’ Peig, a Scéal Féin (1936) as Peig: The Autobiography of Peig Sayers of the Great Blasket Island in 1974 by Bryan MacMahon.

3 In my work on Irish and Native American cross-cultural, collaboratively-produced autobiographical texts, I use the term ‘Native autobiography’ to describe texts whose production involves individuals acting in the roles of Native, editor and translator. See Eastlake 2009a and Eastlake 2009b for further discussion of this term and its applications in the context of Ireland.

4 Cín Lae Amhlaoibh Uí Shúilleabháin was a diary kept between 1827-1835 by Amhlaoibh Ó Súilleabháin, a school-teacher and shop-keeper living in Callan, co. Kilkenny, and has since been published in various forms and selections of it have been anthologised, see de Bhaldraithe (1970).

5 See Eastlake (2008), Lucchitti (2009) and Quigley (2003).

6 Patricia Coughlan (2007: 60) states that Peig dictated the ‘opening chapters’ to Ní Chinnéide, and the remainder to her son.

7 Léan Ní Chonalláin is also credited with encouraging the project, although, apparently, not with participating directly in its production.

8 See ‘Réamhrá an Eagarthóra’ (Sayers, 1998: 10).

9 According to Coughlan, Peig dictated both her first and second autobiographies for the most part to her son. However, Máirín Nic Eoin maintains that the second text, Machnamh Seanmhná, was dictated to Ní Chinnéide. See Coughlan (2007: 59) and Nic Eoin (2007: 137).

10 See Nic Eoin’s assessment of time of writing as compared to time of publication (2006: 281). 
11 This article is an updated version of Coughlan’s article, ‘An Léiriú ar Shaol na mBan i dTéacsanna Dírbheathaisnéise Pheig Sayers’ (1999: 20-57).

12 The proverb is also known in a longer version: ‘Bíonn dhá insint ar gach scéal agus dhá leagan déag ar amhrán’ and can be translated as follows: ‘There are two ways to tell every story and twelve versions of a song.’
Works Cited
Coughlan, Patricia, 1999, ‘An Léiriú ar Shaol na mBan i dTéacsanna Dírbheathaisnéise Pheig Sayers’ in Máire Ní Chéilleachair (ed.), Peig Sayers Scéalaí, 1873-1958 (Ceiliúradh an Bhlascaoid 3), Baile Átha Cliath: Coiscéim, 20-57.

————, 2007, ‘Rereading Peig Sayers: Women’s Autobiography, Social History and Narrative Art’ in Patricia Boyle Haberstroh and Christine St Peter (eds.), Opening the Field: Irish Women: Texts and Contexts, Cork: Cork University Press, 58-73.

de Bhaldraithe, Tomás. 1970, Cín Lae Amhlaoibh, Baile Átha Cliath: An Clóchomhar Tta.

Eastlake, John, 2008, ‘Native American and Irish Native Autobiography: A Comparative Study’, Unpub. PhD Diss., National University of Ireland, Galway.

————, 2009a, ‘The (Original) Islandman?: Examining the Origin in Blasket Autobiography’ in Nessa Cronin, Seán Crosson and John Eastlake (eds.), Anáil an Bhéil Bheo: Orality and Modern Irish Culture, Newcastle-upon-Tyne: Cambridge Scholars Publishing, 241-255.

————, 2009b, ‘Orality and Agency: Reading an Irish Autobiography from the Great Blasket Island’ Oral Tradition 24/1, 1-16.

Lucchitti, Irene, 2009, The Islandman: The Hidden Life of Tomás O’Crohan (Re-imagining Ireland Vol. 3.), Oxford: Peter Lang Publishing.

Ní Chéilleachair, Máire, (ed.), 1999, Peig Sayers Scéalaí, 1873-1958, (Ceiliúradh an Bhlascaoid 3), Baile Átha Cliath: Coiscéim.

Nic Eoin, Máirín, 2007, ‘Twentieth-Century Gaelic Autobiography: From Lieux de Mémoire  to Narratives of Self-Invention’ in Liam Harte (ed.), Modern Irish Autobiography: Self, Nation and Society, London: Palgrave Macmillan, 132-155.

————, 2006, ‘Contemporary Prose and Drama in Irish: 1940-2000’ in Margaret Kelleher and Philip O’Leary (eds.), The Cambridge History of Irish Literature, Vol. II, Cambridge: Cambridge University Press, 270-316.

Ó Criomhthain, Tomás, 1929, An tOileánach (edited by An Seabhac), Baile Átha Cliath: Oifig an tSoláthair.

O’Crohan, Tomás, 2000 [1934], The Islandman (translated by Robin Flower), Oxford and New York: Oxford University Press.

Ó Gaoithín, Mícheál, 1953, Is Truagh ná Fanann an Óige, Baile Átha Cliath: Oifig an tSoláthair.

————, 1970, Beatha Pheig Sayers, Baile Átha Cliath: Foilseacháin Náisiúnta Tta.

O’Guiheen, Mícheál, 1992 [1982], A Pity Youth Does Not Last (translated by Tim Enright), Oxford and New York: Oxford University Press.

O’Leary, Philip, 2004, Gaelic Prose in the Irish Free State, 1922-1939, University Park: Pennsylvania State University Press.

Ó Súilleabháin, Muiris, 1933, Fiche Blian ag Fás, Baile Átha Cliath: Cló Talbóid.

O’Sullivan, Maurice, 2000 [1933], Twenty Years A-Growing, (translated by Moya Llewelyn Davies and George Thomson), Oxford and New York: Oxford University Press.

Quigley, Mark, 2003, ‘Modernity’s Edge: Speaking Silence on the Blasket Islands’, Interventions: International Journal of Postcolonial Studies 5/3: 382-406.

Radner, Joan N., 1989, ‘“The Woman Who Went to Hell”: Coded Values in Irish Folk Narrative”, Midwestern Folklore 15/2: 109-117.

Sayers, Peig, 1998 [1936], Peig: Tuairisc a Thug Peig Sayers ar Imeachtaí a Beatha Féin (edited by Máire Ní Chinnéide. Eagráin scoile, n. d. given),  Baile Átha Cliath: Comhlacht Oideachais na hÉireann.

————, 1998 [1938], Scéalta ón mBlascaod (edited by Kenneth Jackson), Baile Átha Cliath: An Cumann le Béaloideas Éireann.

————, 1980 [1939], Machnamh Seanmhná (edited by Máire Ní Chinnéide and Pádraig Ua Maoileoin, 2nd ed.), Baile Átha Cliath: An Gúm.

————, 1987 [1962], An Old Woman’s Reflections (translated by Séamus Ennis), Oxford and New York: Oxford University Press.

————, 1983 [1974], Peig: The Autobiography of Peig Sayers of the Great Blasket Island (translated by Bryan MacMahon), Dublin: The Talbot Press.

John Eastlake has published articles on An tOileánach / The Islandman, co-edited the recently-published collection of essays, Anáil an Bhéil Bheo: Orality and Modern Irish Culture, and is currently writing about the production of Irish and Native American autobiographies during the first half of the twentieth century. He completed his PhD in Irish Studies in 2008 at the Centre for Irish Studies, National University of Ireland, Galway. Eastlake lectured across a broad range of subjects in Irish Studies at NUIG, and will begin an IRCHSS Post-Doctoral Fellowship, co-hosted by Roinn an Bhéaloidis and Roinn na Nua-Ghaeilge, University College Cork, in Autumn 2009.

