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1. Introduction

20154, [V /3—4" > ] (Riverdance) 13 20 FI4ERL &R & LT, TH4A
DICHARREZ S 2. 204, COF A NTd—<v VA a—IF
HRAPTY T %ML, TANT Y FOELE LD EILDTE2 [1)
IN=F YR BTANT Y FERDTAT Y TA T4 =R [TANVT ¥ F
P (Irishness) EFFENZEDA A=V EFERK LA LT, ChETE
COBMFFR. MEE. 2 LTIy —F VA MIEID@MEONTELL 20
REBFBEANRIZED, [UVN=FVR] T4V vPa - ¥ ADA
A=V REH L, ¥ AR E L Tol 2 Mfifi 2 5872, 2 L TRE
IO S ALKETHLT ANV T ¥ FiZk 5T, #5NEH72% byt
Lol [VN=F Y A] OTANT ¥ FNOALE#BEZ T 2
FHiliSHZD—F T COBEELERANOME I T 2H 80D, Bl
¥, “Might I respectfully suggest that ‘Riverdance’ has also shoved Irish dancing,
unceremoniously, into the realm of showbiz” (O Cinnéide 51) & . f&fkfI 7% 7
ANy va - FUANORENRZE L BRET LR, BAGEMR LS
2R D R S B X IZ DOV TUE, “there is now a certain Riverdance fatigue”
(Wulff 111) %, “one of the emblems for how rapidly fading Celtic Tiger” (Scahill
70) % ED EEOTORERIET 2B A OH D, L L. ZD204EM, HE
R OWF N OFH TR SN T X ERICHE T, 20155 DBE,
BIZITHARXEZIT T, 45 31 AME DB WERIZ T 5T & FEEEIZ
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FOWENLEIINE>TTA) v P25 A 27288058, [
=&V ] BBEDHEEICTANT v Kl EERARET 25
Lo TWL I LN THL, [VN=F A2 TANT v FOfLE
DRARTIRZ 5 &\ IR ARTAZR AL O FEH L., 2 L Tboid i
LEFBRIZ, ERTAT YT 1474 —ONAR Rl EEREEZ R L
TWLONbrb, KETlE [VNN=F U X] DPEIELEZRTD [TA4L
TR 120w, BITRICL Ao a EE LA S, TAVT YK
DERTAT VT ATA— EBBIIBERT LT 4 A7 = VAEREITER L
TV D &) Fi7z e s 2 N A Fwak$ % o

2. The Process of Re-inventing Irishness

194 FEQL—aY 4 Vay -7 - Ay AMNTI -0y GEEO3
BALOTLEREE L T L270Mo V=52 X] 13, coiaE
DPE[TANT Y FH LS 2RKRTHHEHORNEL W) B S - 72
(Wulff 55)o [1)/N—%"> 2] @705 2 —4—, Moya Doherty i, 1994 4
DAL—TT 4V ar-)yr7-ar7FANOREEE R S7TAVT Y RO
722, $TRTOEMOWFEEI» SR EDVHIGE NS ETORMOEE %
HET 2 &) iz 2. EREZ T REL 72 MmO HIEICH) #5725,
Doherty H &7, “Twanted to show the Ireland I know and love, that it is modern
and in step.” (Marks) & #8-X% X 912, “Stage Irish” &IN5, EAH L7
TLETELWTANT ¥ FAORTIL BRI ED A A — D05 HET
RXLTANV Y a - Yy AREFEXMWMZ, va &K TH R [TANVT
Nl 2R SE724 ZOMR. DI 0ToMOEB X, “cheer” Tld7%
 “roar” THEICZHSN, 70—Vl TOT A VT v POl
FRHELTWE—RE R o7 (Smyth35).

-y /P TT LUk SNIRmHO Y 3 —OREITFHEIUEICRE
LT IS 7 ) A= AT T Riverdance — A Journey L 8 E L7z ¥ 74 78
BUWE S, FITRIZYENE R OV T v FANFA S5, — T, 2RO
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Ta— & LTOUENED 541, 19954 2 H 121X Riverdance: The Show &
EN, TN ORS VP T Y —TOLREFER L., BlEH, S OKER
TH A P U7z (Wulff Memories 55)%. €0, 0¥ FyAMEAKET, =2 —
= ~EHEH L7 [VN—% 2 Z] %, Natasha Casey (2K D & 9 IZ5FAT
T 5.

Instantly, Riverdance embodied a new respectable Irishness, neoteric tradi-
tional, spiritual rather than religious, sanitized — devoid of both political signi-

fiers and, as the New York Times observed, stage leprechauns. (12)

Casey ik _2% L 912, AT =TV L TRREND T A VT » Fid. Doherty
ORAEBY, AT VL4514 TDStage Irish > SPHEN L 720 LT[ N—
FUAL I FrF =W L, VT —D2ODY Y AT — AR L.
RSN AT L Tno 7z,

HHRFICZOHPMOENL L [VN=F Y A IETANVT ¥ FE—T
fERESND LI [TAY v a - AOKK] LBz bhbidl
127 - 72 (O’Connor, the Irish 1) 75

20154F O H AR RZEHANANT COBEMRHREREZOLTIE, V—F - ¥
¥ —®Emma Warren 25, F&ED [[)N=8 2 X] Z2@BIUITANVT 2 F
DEEV)LDOHIMETELLIREDTL L) D] &) BRI L.
EfE% & o T "Yes, definitely.” &% L7-8, EnMHICHERSINA-ERB
ELTH, TOWarrenDEzIZ. TANVT ¥ RE#IREOSHE TS [)
N—=F VA ZOLODOREEEBL TnE L7, [VN—=F 2] X
TANT Y FOABRHN 2B T HBENZAOTESR, TANVT VN
EAREODIF TR SN, FEbN, ZIFANLN TR, LIEEX. &R
FOWPR 2B 51, o SEHEREE & RED v HE A 285 L3I
DNAR, MAZOKIH 720 EZ2E) JUERICE D dredE e Lo#ko
ANARBRFEIN LV EBI TVTA Y7 - FA4 T =Sl
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RS AEES L72BUE, B2 2MEE —F ORI L T, Zh
Th, Warren VAR E FFLOREZ L. TN D3H A REOFHE 2o D
E75E725 9 b

DT AL B[TANT Y FHEIORIEL, [V N—5 > 2] H5FEES
HHI1004FRT. 7" — )VEE# P (the Gaelic League) 12X > TT7 A ) v a4
YADBUE SN RHICBRICREERR L 72 2 e o7z, BREID A F) ACE R L
RS, BEERESMBE O #E ST TE 7274 V7 » FiZid, &
PRI T2 a T ) AL EERT ATV T4 74 —OERVREL 7o
2o TAN v a - ¥y ADRIFIIAMZ2ERS25% < . Barbara O’Connor
(1998) %% “Irish dance is a hybrid form.” (53) &ik_B X H12, 75 ¥ A
LD R —aRa7 43 Y EOFEEZT, REGD ) 2 b RK
DETHEA DIZFHER L TwolzbEbNTWE% 20 [N 7)) v K]
75 v Al 18934F Douglas Hyde & H/MZFRIL S 7z [ 77— VEEDARTG &
TANT ¥ R, B L UnmsUbo by z Hig5 | 7 —vikEEIC
I 0Hfbs 0, BRI T ANV T Y VRS O, T aF )X
APHUEHL TO2zR7Z 5720 A LATO 1891 4R 1213 W.B. Yeats ¥ H >~
FYTTANT Y FCEH&ZLS B, BEIZY 7)) VTR R E
RALL T AT ¥ FIFEEAHE LED Tz, BUEE T, 74V 7~
FOHBETANT ¥ FAMEADEWFTHEHO 720 D -3 (Land Act)
Hil5212J) % ] < L 72 Charles Stewart Parnell 2S¥E355 O S RB L, 7 A
VT y FIFEGEHEE RO CTERT AT 74 7 4 — OB L HELOKED
HEolowiz (FL— 160179, #1115-37),

TP ViEEEIE, TAY v T2 - FUVARBEL T T, AEN R
Lo, BIZIEAN FY =27V % EEHR L, Ml L7 BT S A
T T F s ADIEREMET L T\ o721 (O’Conner, The Irish 3-7) » Fintan
O’Toole A° “a mixture of Victorian piety, nationalist purity and Catholic suspicion
of the body” (150) & FEHT 2 X )12, FOERITUEOE DAY T
FE L EHUESNI T DMAIZ DT, Mick Moloney b [FlER D & i 2 i
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5o

The rigidity of these forms and the decorous behaviour expected of male and
female alike were in large part the product of the neo-Victorian sensibilities

and ideology espoused by members of the upper echelons of the League. (3)

FoViEERIE, SHICHEEOMBB T E RIS, 1935412135 2 Ak
(The Public Dance Hall Act) (2& D, ¥ 2D 2BETLE, T4 v
as ¥ ARRROBE SR SN B 2L L T < (Wulff
Memotries, 46) o & L CIEEIZT IV M 2R L2 EWKEDIHE SN, &~

LS N/ze T2 THEREIN TV o250, FIV MYRFEL &R
WA 8 ) 7 BEROBEROBRES P HITEb S NIBE L 0T
fleu~xrF v I BEVMOTANVT Y FETH o7,

COERMERE [VN—F A &, Sy AL LT, LTk
R34 740 F - LTHHT 50 1004FFNIAESNZZTANVT Y FD
ARXA=VERLT DY A% [VN—F U 2] 1k, TEROHAE] &)
DR IEEI S FLCUEL 72 2L T ZORENLZT TR, 20
LGNS T AN T ¥ Fe kB9 2D TdH %o O Toole % “Riverdance
was as much a re-definition as a reclamation of Irish tradition.” (149) & 7E~X2%
N TIN=F LRI ETANT v FOEREFERL THRBT 5, ©
DFES. “Riverdance was bigger than Ireland.” (Wulff 112) &FFSN 51T L,

HHIZH SN S LIk o715

REFENC L DL T TOT IV MEZRDT2T A ) v v - Y ZADH
ED. TOL0FEBDKEFLEM O [V =52 A OfEES . EROT A
TYTATA =W LR RS Z L ICERE D oo, HELE
7= VEEE B ORI AN L5 DI ﬂtﬂﬂﬂ—ﬁyzjm%«&ﬁ
Mo TWeZeThb, 250, F—VikEROFENIZ, EN, H250vid
TANVT Y FANATTFHY aF ) Aa2HEL, #EINEKDILODOH
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L= VAR ERS 5 L ilh otz — T [IN=F 2] OV
BNEFLO0HLTNT A v 7 - A=, TRNETEEFELTVT
ATYTATA—Z—HT 5 X2, WHRANNT TZ O 7 2 AF1E % 725k
SHDIOThHo/2EEZOLND,

A&k b Z2DEROBEE L MRANEILT -2 L1k, KECZOEET A
TYTATA—IIHE L, BRRICEDE T, BRICEDE TERAEAL
L35 b ZIT AN T L 720 O 72 EF L 72D 72, T DR
DAL New York Times DBIFFIZ BT, “A traditional culture can survive
only as a living tradition, brought up to date.” (Kisselgoff) & HE SN D, ¥
7oy BIOREFTIE, 2DOT AN T ¥ ROERITOWT, “Riverdance’ is also
a symbol of Irish self-assertion. Impoverished and oppressed, clinging to its noble
literary tradition. Ireland is suddenly everywhere, and proud to be there.” (Rock-
well) EFFi S %o 1004FEFTICEMIZIME SN T A VT >~ Mz [)
IN=F YA 132 DREERo 72T THALL . BAOHBIZHL TID S

W L 720

3. Commodified Ireland

LZRALZFIHLODES Y2 [TA VT ¥ M ORZICHIIL 72
[VN—=F 2] 1d, BT — I NF v —OEZEZNEICI) AL E
FEZ, FERELTHHAL. 7TAVT ¥ FExEmib L7z, #lERED ) —
F-5oH—=—Thh., [VN=F2A] DI o 72 Jean Butler 2%,
“It’s a money-making operation” (Moloney 101) & 5453 % & 912, ZDH»
O EEEMETFEICHAONSRERY, WEHRGE LTHLZMEDT
bo ZHUZIBOFEMRDLEN LS o/2T AN v 2 - TAT YT AT A4 —
rEREL, RE2T— - ANVF =L 0y T7ALT Y Ftod H O
EODMIETHH Do TDEIZDWTO Connor (1998) 1ZKkD &L 9 128
LTwa,



Foli ERAERE RS HE R R AL S 554975 (2015.8)

Irish cultural expression in this scenario is seen to have now reached the point
where it has overcome a sense of post-colonial inferiority and can take its
place confidently on the world stage. Riverdance is perceived as the liberat-
ing moment of Irish dance. However, another form of critical discourse has
been largely absent from the discussion of Riverdance, a discourse which sees

culture as becoming increasingly commodified. (52)

DFN, [UN=F 2 ETANT Y FIEHRILE LToOTA4 ) v v oy
AR ENT B —H T, TANT ¥ RULOBERILET - 207,
%&%f%é@@\EHWMmK;é%ﬁmRCD®%LWt£KTﬁ
TI—EEET 53 EMT Ll % 7o 39272, Whelan (3, B
] % %Afmﬁﬁ%¢b TEE L2 AT, B0ERIZIT 20T VN s T
07 2 —H—& L TOIEHE L7z (mREEORE M TEIIR %
<y Whelan 28R L. 74 VT ¥ FOGHEEOBFOIZRYE 27 —FHD
BREMASEL [VN=F VA OFFIE RO L) IUEHETEE LT
ZIFANS NI,

This suggests that the music of Riverdance has been perceived, perhaps strate-
gically, as being traditional — despite Bill Whelan’s explicit statement that he

did not intend his music to be heard as such. (Scahill 71)

TAHZBNTIE, 7= FY AR T4 25 ADEFEZRY An
T HEEBEEPSTONBEERIALZ, SNETOAT YT - A
ERS N WEORAEE —FNERZZRRIE, ENEADET7ZITT
L Ty ARMEMHALL, [V N=F ] TRTRONE [78) ] 218D
P, ED%H. ¥ a—dJRETIE. “always featuring the long line of Irish step
dancers beating the floor, have kept announcing that the live show is on its way to

your country” (Wulff, Dancing 112) L5125 & 912, WM 2 15%H %
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P B

ZO—FNIAALY 2 H—1F, HATRLKRELHETOTANVT Y FD
FRELTHEHT 5. Wulff(2007) 13, ¥ 3 —DRETLEAN LT AT
YT 4 T4 —IZD2WT, “rhythmic repetition of sounds, whether liturgy, singing,
chanting or music helps to create a sense of collective identity where before there
was only a collection of individuals.” (113) &#XRTW2, ZO—H& %>
72=RDT - DOET DL DIk, WufOF ) [EENRT AT T4
TA—OEE] 2RETH550THY), IMEOERPCERPFHEIH ST
Ho TLTZ TIPS N EROT58 < B b AT 72403 L i
SNbo

SHICYa—PERHT LT T T 47 TlE. O'Toolen® “Its narrative was
about emigration itself” (145) &iE~<2% L9512, BROFEHR L 7V MEICS
MEEN 2 EREE S TEERBAL TV D, Z2IEHATELLEDL ., ik
EHLDHNSHFEL VDS, ZOFVERZEISR) MR, HEITHS T
HEDBBRIEOEDPHPN L, £ L TELWTY ¥t Cathleen 2 IKAE
DZTELHY . ELBEZREPLHO—RY) Tk4 LBiL>D, 7 ¥
AL WMEIWFENER SN DL, ZTIET ANV T ¥ FEREEEDTDOW
72T AR =V EN A,

COM)N=F 2 A]DELRT LHF & & % Paime Morrison (& Brien Friel
DOIV—=FH DY | (Dancing at Lughnasa) & W3 5 19904124 7)) &~
D7 ¥ — 135 (The Abbey Theatre) THJIE X 41, 1998 4F (2 1L Pat O’Connor
BIZLDBELSN 2V —F Y ORI TOY » AGHPERT 57 AV
Z » FIZ2WT, Morrison &, “The dances performed in Dancing at Lughnasa
make us intimately aware of Ireland’s traumatic history in a way that the large-scale
spectacular dancing of Riverdance does not.” (175) &, [V /N—=% Y 2] Tl
Eonewv, MAOERZHEH L Tnw5 Eih~<2%, Z 2 TMorrison Dfg
FIZEE SN TRV, ZNENO Y ¥ AHRIT L RDENTH
%o Friel®d [W—FH O] a0 RE Zith & 3t S 222/ <
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ELL, FUADLHENLIBTRICEDETCORY D, HETHELILDOT
ER VIR Z SN2 OB A KRBT 2D L, V=52 2]

PELCELRELRMES, HHVIFENE LTORERIZH LD TIE R WS
HIDe ZOFMDL ET, WE L TOERIZ [VN—F v ] 13, Fi
Do, TS, FLTFI T4 Yo E LCOMEZAINL 720
ffo 7‘:0

4. The Use of Cultural Identity

ORI [ N=F 2] 13, RECEREZHRA, HRIWMbERZ
fiv7zo TOMEOERIIE, BEET 2 KENIE S hitld 728 L w/hE
EVYTAT YT AT A—=DPHFIET %o 4 DEROW L 2 2EKBT 5
DI, BRELTHBLZ—HORKOZELCHINE 2Lz,
BEOH TORFLIINTLHEIZO~ Y F v 7 RIEHOEE L TEH IR
%o Decklan Kiberd 2%, “the English helped to invent Ireland” (1) & . A ¥V
AR TH > 1-HEIZL > T, BHEOT ANV T ¥ FOLKNRHNFDH L
BT H LI, [V N=F v A TlE, AR L TOFMHIERT
BERTATYTATA—IZE o TRURGEFRE D, ST TRREEN
BTANT Y PG, Za0— VT oEEE—F L7,

F7o0 TUN=F 2 A] D8I BWF728i7- B oA 2 —21F, BT
THTANT v FERIZO/EH L72s “Even people in Ireland never thought
Irish dancing was that cool.” (Moloney 84) %, Gabriel Byrne |2 & %5 3 X & b,
“All the thing we were ashamed of like, you know, in good old days. They are all
taken out now ’cause sexy to do. Guys used to Irish dancing class can now all come
down out of the closet.” (The Best) \[Zb R oMb L), ¥V AREzZ, 4
A=DEBRIDEST [VN=F YA BRRT HEDA A — DI,
BEE & D IZBEN T2 LILgV, 7272, 204 A=V DMaikil a7 A
Jw o SRS HEN GBS 2722 L 3PS,
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5. Conclusion

[VN=8 2R OELRTDL [TANVT v NE] OEEZMEPS
L, ECHSREDTA Ty T4 T4 —%BE L2774 70RR
o AFVANMERDY a —%HWELTL, MLFTT74 72 RTHZ
LIITE RV, HERTH ), FFNLRE & EROBE L W) #EEe
FOTANT » FEPLZZWERZAHTHY) . COREOEREN; A ET
FREIN BERCZHESIND, T2, TOMPI. ERERDLITANVT ¥
N EORIIZ & )2 bd %, 6213 Schahill 2% “Riverdance can justly
be described as one of the emblems for now rapidly fading Celtic Tiger.” (70) &
FHITL LI MLya—ro A4 320 a—%HlfELzT7A VT >~
FEVHEZFIOTTLEDOY 2 —%2FHrMb, FIZTANVT Y FOEZR
E=xfe ), TANT Y W) EPEORRIIEEL 5 2 5 L7720
5 2%, BFSMEMOMER &N T VEEFEIRE L72BIE L TlE, 20
BREVPEL L, TOBERIZBWAL, ¥ —OWarren R L7722 L9
W UN=F VARG TANT Y REVIEZOBDELBL T EE
257259 ZDOEHIZ [V /N=% 2 Z] &, “afloating signifier” (Fagan
119) & LT, BARHT. €L TN HIZE NV BERORLL [T AV
TYNH] 2ERLET L,

=

P IUN=5 2 2] OBATIEGEIZDOWT, Irish Times TRD & ) ISR ENT W Do
“Since then there have been no less than 11,000 performances with a gross global box
office take of €1.2 billion; the production has clocked up 700,000 miles and has sold 10
million DVDs and three million CDs.” (Hillard)

2 f 21E. O’Connor (1998) (. O’Toole % 5| L “Fintan O’Toole has presented
Riverdance as the confident expression of a culture which can embrace traditional art
forms by breaking them apart and reconstructing them in an imaginative and innovative
way.” (52) L%, filZd O Cinnéide 1-19. 168-171, Casey %> Rockwell £
[IVN=FYR) DT ANT > FHEORFIZOWTHERT S,



Foli ERAERE RS HE R R AL S 554975 (2015.8)

WEMEINLZZ—O Y Y a -V r 7 ay 7 A T, BHEEOBIE
WAEFEDO FHEE & %0 50 1957TFEOBERBE L ) Z ORISR S 1172, (European)
TANT 2 NIEHIAEEE 1993 41278 & 19944 0 E e & 7% - 720
4B 12 2 v T Doherty 1K @ £ 9 1255 %o “In the summer of 1993, T was ap-
proached by Liam Miller in RTE to produce the Eurovision Song Contest. And it was the
responsibility of the host country to produce an interval act that in someway reflected the
culture of the country. So I thought was best to look to our roots and hard shoe and soft
shoe Irish dancing was the obvious choice.” (The Best of)

5 Smyth % £,

6 Wulff (2007) 13 “It ended with a standing ovation that lasted almost 30 minutes” (55)
LRLTWA,

7 0’Connor(2013) i, “Indeed, this is so much the case that ‘Riverdancing’ has become
the generic term for Irish step dance in the USA.” & R~<_Tw 2%, (1)

8 HARGETSNIZEMI, #RE DML T1E “If you watch Riverdance, you’ll be
able to really understand and appreciate everything about Ireland?[sic]” & #ER L 72, D
F O EFETIZ, S HICBRMEL EIR LB L 2o T b 2 LIIFET RENT
%o CBCAHIN 65 H4EFL&FIE) /N — & A 20 years the annuversary tour 7 L A
FERN CBCT LUEARKE1IA S V4 20154E3H 12 H,

S FTA) T2 ADFERIZOWTIZ, O’Connor IZHf+. Brennan, ‘Reinvent-
ing’ 22, The Story 23-28 %, Phelan 16-24 & Z:H

10 National Library % £,

W7y o AL 7= ViE@ ¥ oBRI2OwTld, National Library &
Brennan, The Story 29-43 % 2314,

2 wulff i, [V /N—%"> 2] OEEH T A F—Td 5 Robert Ballagh |2 & % [HfH %
FIHLCwb, =2 —3—7 Radio City Music Hall COZHEKEIZ, TANT R
ROBIF LI, =R, TANVT Y FEEBOLRWAROBIZ NS ST <
DEETH 5o
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