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ABSTRACT
Tuba AGKAS June 2010

DECONSTRUCTIVE TECHNICAL ELEMENTS IN
POSTCOLONIAL PLAYS BY DEREK WALCOTT AND CARYL
PHILLIPS

This study aims to show how deconstructive appres@udopted by postcolonial
writers and particularly how deconstructive dramdgchniques employed by the
Caribbean playwrights accentuate the postcolohiigatic concerns. For this aim,
two postcolonial Caribbean plays will be us&antomime by Derek Walcott and
The Shelter by Caryl Phillips. In the introduction part, a sdy of deconstructive
theoretical approaches will be explored both intmoslernist and postcolonial
senses. It will be explained with examples howdnmstliterature, and language are
exposed to deconstruction in various ways in thekevof the Caribbean writers who
experience diaspora and colonialism at differeméle In the first and the second
chapters the two plays will be analysed closelyomder to reveal how the
playwrights employ deconstruction in the technigatif the plays. It will be shown
in the plays that the setting, the outside appearahthe characters, and the two-act-
division construct and deconstruct historical wagtiof the Western world, the
relations of the characters problematise the aedepihary oppositions in historical
and literary works of the colonizer, and the largpithat the characters use question
the ultimate possessor and one standard form dEnigésh language.

In accordance with these ideas and examples framptays, the thesis will
attempt to assert that postcolonial playwrights dReWalcott and Caryl Phillips
benefit from deconstructive theoretical approachekeir plays and it is possible to
observe in the techniques of their plays deconsweiqroperties against history,
literature, and language of the colonial understapdHence the study will defend
the idea that these techniques support the arggmertheir plays and make them
more powerful and assertive.

Key words:

Dramatic Techniques, Deconstructive Theorktikgproaches, Postcolonialism,
Diaspora, Binary Oppositions, Coloniser
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KISA OZET
Tuba AGKAS Haziran 2010

DEREK WALCOTT VE CARYL PHILLIPS’ IN
POSTKOLONYAL OYUNLARINDAK i YAPISOKUMCU

TEKNIK OZELL IKLER

Bu calsma, postkolonyal vyazarlarin yapisbkimctu ygkla nasil
benimsediklerini ve 0©zellikle Karayip oyun yazarlatarafindan kullanilan
yapisokimcu tiyatro tekniklerinin postkolonyal tdara nasil guclendirgini
gostermeyi amaclamaktadir. Bu amac icin iki posikghl Karayip oyunu, Derek
Walcott'tan Pantomime (Pandomim) ve Caryl Phillips'teithe Shelter (Siginak),
kullanilacaktir. Gig bélumunde farkli tirde yapisokimci kuram yaiktdari hem
postmodern hem de postkolonyal manalarda incel&tiecesirgin ve koloni
donemlerini farkl sekillerde yaams Karayip yazarlarinin eserlerinden sigk
drneklerle tarih, edebiyat ve dilin nasil yapisOleitabi tutuldgu aciklanacaktir.
Tezin ilk ve ikinci bolimlerinde ise bu iki oyun,agarlarinin teknik anlamda
yapisokimcu yakkami nasil kullandiklarini géstermek icin, ayrintdir bigcimde
analiz edilecektir. Oyunlarda, oyunun ggtctyer ve mekanin, oyuncularin sdi
gorunilerinin ve iki sahneli kurgunun Bati dinyasininitiayazimini 6nce ortaya
koyup sonra yapisokime maruz birgktl karakterler arasindaki gkilerin
somirgecinin tarihi ve edebi eserlerindeki kabulegglimis ikili zitliklari problem
haline getirdii ve karakterlerin kullandiklaringilizce’nin kesin bir sahibi ve bir
standart formu olmasini sorguladiklar gosteriléicek

Oyunlardan alinan bu fikir ve 6rnekler gtaltusunda, bu tez postkolonyal oyun
yazarlari Derek Walcott ve Caryl Phillips’in yapksiinci kuram yakkamlarindan
faydalandiklarini ve oyunlarinda kullandiklari téderde somirge anlayna ait
tarih, edebiyat ve dile karyapisokticu 6zellikleri gbzlemlemenin mimkin @dou
iddia etmeye cajacaktir. Boylece bu tekniklerin oyunlarindaki argintari
desteklediini, guclendiridgini ve daha iddial hale getirglifikrini savunacaktir.

Anahtar Kelimeler

Tiyatral Teknikler, Yapisokiimctu Kuram Yagialar, Postkolonyalizm,
Diasporajkili Zithklar, Somirgeci
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INTRODUCTION

POSTCOLONIAL DECONSTRUCTIVE APPROACHES TO

HISTORY, LANGUAGE, AND LITERATURE

Postcolonial writers who are influenced by the pumternist tradition are bound
to employ deconstructive methods in their workstdReNalcott and Caryl Phillips
are two postcolonial writers who produce their vggtong these lines. This study
will examine the deconstructive historical, litgraand linguistic aspects observed in
the technicality of the playBantomime by Derek Walcott andhe Shelter by Caryl
Phillips within the Anglophone Caribbean contexirst in the introduction, the
study will make a theoretical exploration of ‘destmction’ over the postcolonial
literary field both in general sense and then paldrly in the Caribbean. This
exploration will be from the perspectives of higtal consciousness and
understanding, employment of Western literaturel ase of English language in
different forms. Then, in the next two chapterswitl dwell on the two plays
focusing on how they deconstruct Western histotgrdture, and language with the
help of their technical tools. Lastly, it will attgt to show how technicality
strengthens the thematic concerns in the postalauntext that makes use of
postmodernist deconstructive approach.

Postcolonialism covers studies about the colonigkgence in the Third World
countries under the exploitation of the colonisdout the fact of diaspora around
the world and across the centuries as a resulteofrtigrations that may be forced or

voluntary, and about the discourse of minoritieshie coloniser’s land. Moreover, it



seeks to explore the philosophy that lies behimddbnstructed binary oppositions,
not making one sphere superior to the other bupikgethe spheres of social

animosity in a newly reinscribed manner. Homi Breadhaws these lines around this
academic field of study in his article “The Postroél and the Postmodern” and in
his attempt to generate a new theory translatiamgddrid, in the third space, and
distinct from the acceptable European ones. Heewedi in the idea of a

postcolonialism that explores the ways of a newedision that extends through
different nations and cultures.

This article by Homi Bhabha is very crucial forghhesis as it constitutes the
point of departure for the argument here becaupeoitides the space that allows
making postcolonialism and postmodernism meet eramon point. The aspects
that Bhabha concentrates on include culture, histanguage, and theory that will
be the main perspectives through which this thegisliscuss the postcolonial plays
Pantomime and The Shelter. Bhabha describes culture as both “transnatioaatt
“translational” (“The Postcolonial and the Postmwde247). It is transnational
because, as Edward Said claimsQualture and Imperialism, there cannot be any
claim that there is pure culture on earth, “[n]Je@daday is purely one thing”, and all
cultures are tainted as a consequence of the ebl@amd imperial experiences
throughout hundreds of years (336). It is trangtal as well because it needs to be
clarified and given a place in accordance with yslglobal media and with the
experience across the boundaries in history. Hekshthat there is not a clear
definition of culture and it can be only understdndbetween the national and the

international. However, he states that postcol@raldoes not support the idea of



pluralism or attempt to reduce cultures to onei@aler definition. He sets out to find
culture in the third space that goes beyond thedective positions.

Just like culture, Bhabha asserts that, languagetiure either and it can be
deconstructed and read against itself. In ordersupport his argument about
postcolonialism, he refers to the postmodernisitogbphers two of whom are
Roland Barthes and Jacques Lacan. According tevakiations, while for Barthes,
there is a dimension “outside the sentence”, ntdrbeor prior to the sentence (qtd.
in “The Postcolonial and the Postmodern” 260), lnae&plains the situation during
the speech in which the meaning of a sentence cdmesan outer space (264).
Both agree about the third and hybrid space thaesas a result of the enunciative
function of culture. Apart from the shakiness iftare and language, Bhabha draws
attention to history writing, especially at the ¢irof modernity around the ¥&nd
19" centuries, when writing history was carried ouaazordance with the ideologies
of “rationalism” and “universalism” (279-80). Sam&a Krishna, inGlobalisation
and Postcolonialism, regards this historical universalism as a fumaloterm not
only including all the countries at that time blgcacovering the times on which
Western hegemonic and modernist view of itself depen his attempt to explore
the bases of today’s globalised world. Krishna dbss this Western individual self-
view with the term “Eurocentricism”, which means gee the “world history and
development through a particular narrative or sairgut the West and [to] defin[e]
the past, present, and the future of the wholednbimough that perspective” (11).

On the other hand, Bhabha approaches those cemtiriea postmodernist
deconstructive way and sums up the history writgigthis period through the

counter-discourse of “the slenderness of narrdti{érhe Postcolonial and the



Postmodern” 280). His ideas about history writing anfluenced especially by
Michel Foucault, who is another postmodernist thgoian. Foucault attempts to
move historical understanding from the perceptidn transcendence and the
approach of structuralism. Fhe Archaeology of Knowledge, he attempts to sum up
his intention about history as
... to analyse this history, in the discontinuityttha teleology would reduce in
advance; to map it in a dispersion that no prebéisteed horizon would
embrace, to allow it to be deployed in an anonymdy which no
transcendental constitution would impose the fofrthe subject, to open it up
to a temporality that would not promise the retafiany dawn. (223-4)
He challenges the Western idea of history whiclaleved to flow in the same
direction and to the same end and which is detexthio be so beforehand by the
West. Bhabha, who benefits from Foucault’'s idebmks that to write a history
of/by the one in the centre means to make otheplp£the wretched of the earth”
without history. As a consequence of his argumaiisut culture, language, and
history, Bhabha juxtaposes the postcolonial and pihgtmodernist approaches in
their challenge against and in their attempt tomseiibe the binary oppositions

always privileging one sphere and accentuating esem@nd centrality in terms of

cultural identity, meaning in language, and H/higtariting.

1. Historical Rewriting

The colonised who are regarded by Homi Bhabha asoties forced to live
without history are taken by Edouard Glissant agpfeeof “nonhistory” (62). In his
article “The Quarrel with History”, Glissant dravedtention to the effects of this

situation of nonhistory especially on the Caribbpaaople and how to get rid of these



effects by going deep into history, bringing it kdo future and rewriting it from the
margins just like the postmodernist method that dBlaaproposes. According to
Glissant, History (with a capital H) is the fantastriting act for the western man as
he dreams of a universal idea of History based asté/n ideology while he denies
the other people and leaves them without historygrpoting them from their lands.
As a result, these colonised and migrant people ndb have a collective
consciousness or memory; they have a kind of aranediheir perception of time,
history, and memory. To get healed of this logsossible only through rejecting the
imposed nonhistory. At this point, Glissant reféessKarl Marx’s definition and
rejection of Western understanding of history whinghterms as the one subject to
hierarchy and linear development. Glissant doesle®te this problem on its own
and he provides a way of challenging and reinsagilthe History. He puts the onus
of exploring the past on the shoulders of writews be demands of them not to
construct a chronological bridge to the past bublserve “the identification of a
painful notion of time and its full projection foard into the future” (64). He claims
that the past intrudes into the present and coesinia live in the present. Here, he
defines the way to dig into the past and claims ithis only through looking at the
traces from the past observed in everyday lifetlHs unites nature and culture, in
other words, environment and experience, and gheglue to the marginal how to
write his/her other history so as to achieve ctilecmemory and consciousness.

The aim to achieve a kind of collective consciossrend to take collective action
in order to mitigate the colonial impact in evespact of society is the basic point
on which Frantz Fanon elaborates his thesis ilbbak, The Wretched of the Earth.

His claim about Western history writing is very §anto Glissant’s approach, which



considers it as a Western fantasy. Fanon puts dessi into words rather
apocalyptically and says that “[tlhe colonist makéstory[; h]is life is an epic, an
odyssey[; h]e is invested with the very beginning(14). At this point, it is very
useful to mention what Ngugi wa Thiong’'o and Gay&pivak conribute to this
argument about how the other histories are demehgeithis dominating idea of
History of the West. InDecolonising the Mind, Ngugi discusses the postcolonial
period in Africa and how cultural hegemony is couning in language, historical
consciousness, and identity. He regards this situais a kind of “cultural bomb” in
which these people are made to get away from twveir heritage, history, language
and culture since indigenous history is shown a®‘wasteland of nonachievement”
(3). This argument is also the starting point wh8mvak departs in her seminal
article, “Can the Subaltern Speak?”. At the vergibeing of her discussion, she
notes that “the history of Europe [is] narrativizegithe law, political economy, and
ideology of the West...” (24). In accordance with ls@an idea of history, what the
Western man aims is to create the History of thetvés “the normative one” and to
disregard all the others which are not in the bh¢his History (25). In practice, the
West establishes its “imperialist law” and a kinfdeducation that supplements “an
earlier economic text” which is the History so tlaher people are left without
history and cannot speak or express their idesatitebe constituted as a part of this
history (25).

In the face of this desperate state, Fanon beli¢vesneed for mobility and
violence as a strategy of decolonisation, he doésay that colonised people are left
without history but they are forced into immobilifyor him, people should challenge

the history of colonialism and march against itarder to “make [their own]



History” (The Wretched of the Earth 30). Like Glissant, he considers it the
intellectuals’ responsibility to research into fesst of the nation without getting lost
in it and to produce hope and plans for the futtie thinks that in order to counter
the colonialist impact, it is not enough to “deiméo the people’s past”’ but struggle
today to shape the future, to settle the groundsafshiny tomorrow (168). The
enlightenment that will come into existence by tiedp of the intellectuals’ retracing
history will allow the colonised people to get timitiative to define the relation
between themselves and ‘others’ instead of thecpbesd one in History in which
they are ‘others’. In his other booR|ack Skin, White Masks, in which he mainly
dwells upon the relations between white and blasbppe, he summarises his ideas
about the need to use past for the present anthédiuture: “[w]ithout a black past,
without a black future it is impossible for me teel my blackness” (117).

Stuart Hall, like Glissant and Fanon, expressestesl for the colonised people
to go back to the past, look for the roots, andeatheir histories as he declares that
identity is “the stories which cultures tell therves about who they are and where
they came from” (283). In the article “Negotiati@gribbean Identities”, he claims,
like Glissant, that the past should be brought ladke future since cultural heritage
is the source in the past but cultural identitywdtddbe constructed in the future in
accordance with how much this heritage allows ongse it for the construction of a
cultural identity. That is, going back to roots gltbnot be understood as genuinely
going back to Africa as Africa should remain andused as the symbolic image.
Hence, it will be possible for the Caribbean pedpléave a language of their own,
to say the unsaid things, to clarify identity, &write their histories and literatures of

self expression in their own way and in their oanduage.



About the issue of using the African backgroundyaad the basis for Caribbean
future, Simon Gikandi thinks that “Africa is only @relude to the adventure of
Caribbean modernity” (10). He enhances his argunmaound the modernist
Caribbean writers different from the postcoloniaks argued above Mkiting in
Limbo and gives the background on which the “Third Warlddernism” has been
built as a challenge against the First World (5¢. ploblematises the lines between
the modernist, the postmodernist, and the post@las forces supporting and
undermining each other. The writers of the Thirdri@onodernist tradition have an
anxiety towards modernity and they do not adopit ftistory but they cannot escape
this culture at the same time as it has determthed identity. On one hand, this
modernism expresses “an anxiety toward the cologistructure in general and its
history, language and ideology in particular” (6n the other hand, it can be defined
as a “process of creolisation” which “develops asaarative strategy and counter
discourse away from” the traditionally colonialistiropean structures (5). Gikandi’s
examination of the predecessors of the postcolawidérs gives the hints about the
in-between state they have experienced in ordegeio away with the colonial
pressure of the modernist history writing.

George Lamming, one of the writers that Gikandergto, has a similar argument
in The Pleasures of Exile, about the in-between state of the Third Worldevs. Like
Gikandi, he thinks that Western influences areamy negative and to be rid of, but
are the sources that these writers cannot go awway, find there is the possibility of
benefitting from them. In his work, while he is éxiping why to be an exile in
Britain can be pleasurable for the Caribbean wsjtbe is tracing the state of being

exile in different parts of the world. He talks ab&now West Indian history is made



to depend on the starting point of “discovery” dhdn become the meeting place of
different nations as a result of the migrations.wdeer, he takes these as an
advantage and says
[i]t is the brevity of the West Indian’s history &the fragmentary nature of the
different cultures which have fused to make sonmgtlmew; it is the absolute
dependence on the values implicit in that languzfgeis colonizer which has
given him a special relation to the word colonmalis.. [c]olonialism is the
very base and structure of the West Indian’s caltawareness. (35)

Apart from the African heritage, the Caribbean peaggnd men of letters have
another history on which they can base their idgntonstruction in the
contemporary world. This history is actually onetlo¢ themes that concern Bruce
King in The Internalization of English Literature. It is believed that this source will
be useful for the analysis of the Caribbean pebyieg in Britain in terms of their
historical background. King claims that “[tlhe Wigh story gave the British West
Indians a usable past, a mythology of arrival, gjle, even the romance of black
criminals in Notting Hill during the 1950s and 196{225). Moreover, he regards
this story as the starting point of the historyha# British West Indian hybrid identity
that has a past, language, literature, and cuttistinct from and also a part of the
British ones. Throughout the book, he draws a hidb frame to the literary
developments in Britain and indicates the latepstthis “Windrush legend” has
taken throughout years (225).

This historical narrative of recent past is used foymerous postcolonial
Caribbean writers as their historical background wariety of literary works, one of

whom is Caryl Phillips who narrates this recentdrigin his essays and represents it

in some of his plays and novelghe Shelter, one of the two plays which this thesis



will focus on for their historical representati@ane of such books since it reflects
Caribbean minorities in Britain in three time pelsaepresented by one character in
Act Il. As to the representation of the coloniabyg and the earlier African period,
both Pantomime andThe Shelter with their first acts are important examples asyth
bring the past and colonial memory to the stagettesy with their complexes and
crises carried to the contemporary life, cultumeg &entity. The present thesis will
examine such flashbacks and historical allusionshete two plays in a detailed

manner.

2. Reconstructing Colonial Literary Texts

The need and the attempt to deconstruct and reaoitanial metanarratives are
not only through historical texts but also througbrary ones. Edouard Glissant
draws attention to the similar points between therthe article titled “History and
Literature” implying how both of them are dominateg Western ideology and need
reconstructing at the same level. His point of diepa is like Hayden White's, who
expresses, in his article “The Historical Text &gtary Artifact”, the narrativity and
textuality of historical texts. White thinks thédwet history writers fill in the blanks as
an addition to the chronology and as a result,dis@nctive lines between history
and literature are blurred. For him,

historical narratives ... are ... verbal fictions, ttentents of which are as much

invented as found and the forms of which have moereommon with their

counterparts in literature than they have with ¢himsthe sciences. (192)
Glissant sees as well these two fields of studythes two parts of the same

problematics both in terms of their origins, howtthave come until now, and their

10



usage as a tool in the international arena. He farisard the view that both
historical consciousness and the desire to writbagk to ‘myth’. He defines myth
as a piece of narrative that explains, clarifieg)ds to light as well as obscures and
he applies these features to history and literatkigg him, the first encounter
between history and literature in Western thoughtin the realm of myth, but the
first as a premonition of the past, and the se@mhemory of the future” (71-72).

In addition, he combines myth with the religiousujhts that aim to explain the
ordering of the world, which is Genesis and whicythmtries to obscure. Then he
ascribes this frame constructed by the mythical idious approaches to history
and literature as their area of interest and soofcespiration. According to his
claim, the Western mind exploits these featuresitoown benefit, puts a certain
explanation on the order of the world at the topmbich it places itself. For him,
while the West discovers and knows nature by thp bkits culture, the East does
not mind to lose its culture in the ocean of natée a result of this fundamental
difference, although the Eastern mythical and mlig narratives also have the
implications of this ordering and Genesis, the \Westones, that is, history and
literature have the quality of overwhelming thenfi@r ones.

As Glissant points out, especially in the™18entury, the West is content to
understand nature by using scientific methods, auglogy is in the foreground for
historical narrations, and what the historian daygssumed to be the ultimate truth.
The objectivity supposed in history goes hand indhaith the realist tradition in
literature and the trustworthiness of the writer.bioth of them, the man is in the
centre of the narration but this is challengedrlate somehow sociological history

and the man is excluded from the centre and thelgged position. However, this

11



time, History and Literature are used as Westamstfuments of ... Totality” and as
Glissant claims, it is believed that there is Slspkare behind this tradition. Just as
Prospero is legitimately allowed to rule the laridCaliban, the legitimacy of ruling
and the privileged role in history is given to téest. Western History that has a
capital ‘H’ excludes the other histories and at fane time the written tradition
allows the West to rule those who have an oralisation.

If Western philosophy is examined closely, it isgible to realise that speech is
more in the foreground in importance than writiregc&use, as Plato claims, people
are in the world of becomings and speech is muasecito the world of ideas while
the distance of writing becomes twice. In spedunh narrator is in presence and there
to express him/herself well while in writing theader does not have the writer
before them and the possibility is much more toumigerstand this person. However,
Jacques Derrida, in accordance with his theorytioé ‘supplementarity”, believes
that “[tthe movement of supplementary representapproaches the origin as it
distances itself from it” (295). In the case of tieation between writing and speech
“alphabetic writing, representing a representerppgement of a supplement,
increases the power of representation” (295) @odés not represent the sounds of
speech but the words and it becomes “the origiratgriority” (315).

In addition, he regards the existence of the suppig¢ as the requirement of a
political centre and draws attention to the differe between the antique cities where
the centre are themselves and the modern citieshwki“ a monopoly of writing”
ruled by written statements (302). Hence, whenwWssst claims to bring civilisation
to the ‘savage’ lands with writing, it actually aslishes order and administrative

power over them. Homi Bhabha handles the same isshis article “Sly Civility”

12



and says “Western nation has been symbolized maqm anthem?”, that is, in speech
while “the sign of colonial government is ... caughtthe irredeemable act of
writing” (132-3). For representation, Western sgeiscin the foreground in the line
with Plato’s philosophical approach degrading thaity of the othered lands. Yet,
on the other hand, it employs writing for colorjigtification.

However, coming back to the present time, Glisgaorms the readers about the
new face of the world other than these earlier malotimes and indicates the fact
that Western community can no longer maintain @gdmony over ‘History’ as there
is the undeniable existence of the ‘histories’ tbate from the so-called margins
who employ the colonial tool, writing, as a part thieir decolonising attempts.
Moreover, what should be taken into consideratiogether with a shattered idea of
History, is the multiplicity of meanings in litetak that the West can no longer
control since language and literature producedis language can be read against
themselves, just as Bhabha asserts in “The Posieblnd the Postmodern”.

Besides rewriting and reconstructing the colontakary texts, Caribbean writers
exhibit such an attitude in their writings that yhieelp to start a new phase in
literature towards internalisation by rejecting reuBritish literature. Just like in the
issue of history, the writers that live through \dfinsh times are considered to be the
pioneers of the Caribbean contribution to the Bhitliterature. Timothy Weiss pays
attention to this issue in the article “The Windru&eneration” indicating this
generation as the participants td"2ntury British literature. As he asserts, these
writers come to Britain with literary aims in theminds so they think at the
beginning to write their experiences in Britain ayaback to the Caribbean islands

to share and to publish them. However, it does awohe out so and they have
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become the forerunners of the Caribbean writere@ed as a part of the canon.
They have brought new subject matters with a neguistic approach different from

the one in Standard English. As a result, they hehanged the face of English
literature challenging the certain acceptancesexpectations.

They have regarded exile and transformation necessal not so difficult. For
them, to have migrated and to be exile mean thegle to look for a new centre,
home, and identity without changing the old onehwitte new but through discovery
and transformation. By exploring the third spaceytihave “bec[ojme more than
West Indian or British” (175). This is actually thssue through which George
Lamming explores the reason for the pleasure ilefxiBritain in The Pleasures of
Exile. He similarly claims that the writers in Britaima in West Indies are not
limited by the boundaries of place but they mayargd changes throughout time.
They take their power to write from this in-betwestate, they look for inspiration
from foreign sources they themselves dislike art¢hé[ pleasure and paradox of
[their] own exile is that [they] belong wherevengiy are]” (50).

Moreover, Bruce King, a critic of the ®0century British literature iriThe
Internalization of English Literature, brings two different approaches to this
discussion. First, he thinks that these Caribbean of letters are important leaders
not only in Britain but also on the Caribbean idslan Especially after the
independence, they are so effective in the cortsbruof the distinctive Caribbean
literature by coming back and forth between Britaird the Caribbean for literary
activities especially for the publication of joulmaln more concise words, King
asserts that “[t]he creation of a modern West Imdii@rature occur[s] alongside and

often within the start of a black British literaglir (19). Moreover, for all the
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worldwide scattered English speaking Caribbeanllatiials and writers, London
has become the centre that keeps them close toottaeh As for the second aspect,
apart from this spatial effect of the Caribbearcean Britain around the other parts
of the world, there is another effect that goesobelythe temporary boundaries in
that the first flood of immigrant writers, the Winugh generation, keeps its character
alive in the writers in recent times. Bruce Kingshasimilar idea to Weiss’s about
the forerunning Caribbean writers calling them ‘gots of internalization” (236).
However, he adds the idea that as a result of ghibly opportunities or
internationally possible communication or the theeang state of the homelands, the
“resident migrants” are similar to their ancestamstheir taking Britain as an
alternative home and being a part of the literamyeftnational city”, London (236).
The writers that this study will deal with, DerekaWott and Caryl Phillips, are
the ones that take the title of ‘international’ ters reaching beyond the boundaries
of one nation’s literary circle. Paul Smethursthia analysis about Caryl Phillips’s
novels, discusses the multiplicity of identities mdstcolonial writers and takes a
stand against the approach -Tim Brennean’'s- thds daem “Third World
cosmopolitan celebrities” (6). He prefers to aserthe name “trans-national” to
these postcolonial writers among which there aréc@taand Phillips (6). For him,
they do not write from the margins and they do laok the sense of belongingness
but/as they have it in an excessive amount. Besitiey cannot be reduced to the
term of “Third World cosmopolitans” as they have lticultured and complex
identities as a result of being grown up in postarady as “post-colonial subjects,
rather than colonial subjects” (6). He elaboratesenon the literary identity of such

writers, especially focusing on Phillips, and incplies the multiplicity in literary
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influences, historical identity, and “narrativeastds” in a way challenging one pure
background and one way of narration (6).

Also, Fred D’Aguiar, in his exploration of the dph Walcott's nature and works,
draws attention to the duplicity of the sourcest th@ behind his productions.
D’Aguiar discovers Walcott's “self avowed split laeten two traditons ... African
and European lines” through references to the lastithat Walcott has put into
writing (157). He claims that the reason why Walcas entitled as
“internationalist” is a direct result of his “dided-but-dual loyalty to the two
distinct cultural traditions played out historigalin the one landscape” (162).
Walcott himself also believes that a writer caniaeh maturity only through “the
assimilation of the features of every ancestofiaamonious melting of the sources
that he gets benefit from (“The Muse of History”)3®he nourishment of Walcott
and Phillips from a variety of sources allows thémnproduce works that can
deconstruct the oneness in Western tradition. Tdi$ can be observed and this
thesis will examine it deeply iPantomime, which challenges the idea of white
Robinson in the colonial texobinson Crusoe and inThe Shelter, which undermines

the chronological and standard narration of colcemiwentures in literary works.

3. Regaining or Re-arranging Language

Language which is the tool employed by history &tetature can be and has
been deconstructed by postcolonial writers. S¢ @ifsall, it is necessary to mention
how postcolonial writers who are influential in thieerary arena approach the
question of language in general. Frantz Fanonjsimviark Black Skin, White Masks,

argues the social relations between the white Ardbtack men and its effect on
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psychology, identity, and language use. At the Jseginning, he asserts that “to
speak is to exist absolutely for the other” antdécable to speak a language does not
only include the knowledge of syntax, semanticsrphology, and pragmatics but
also the heaviness of the culture and civilisatioat language carries (1). Fanon
accentuates the fact that as the black man hasatspifor the civilised culture of
the white man, he wants to define himself in relatio the civilising language so
that he can become white and he escape the cufuree bush. Fanon especially
elaborates upon the educated ones either in tlo@isel’s country or at home, how
they develop inferiority complexity and start tewslanguage not belonging to their
own community and as a result how there appeaifiaastd a split in his language.
Such men believe that it is the European langualgiehwill open the doors for
them and through which they can show how they aleirally adequate. Although
Fanon approaches to the psychology of the coloniseah understanding manner
and considers it a natural result of the undeniablenial experience, he implies his
reluctance to accept the superiority of the Westetture and language.

In fact, mimicking the language of the colonisesttRanon mentions as a part of
colonial adaptation has a deconstructive powererdtian being pure “mimicry”, a
term coined by Homi Bhabha in postcolonial conteBhabha deals with this issue
extensively in the article “Of Mimicry and Man” coerned with mimicry not only in
language but also in other levels of life and dgciele asserts the idea that mimicry
is “the desire for a reformed, recognisable othera subject of a difference that is
almost the same, but not quite” (122). He regatdasia kind of discourse that
emerges at the meeting point of the known and xpeessable and the known but to

be concealed. In other words, it is the idea thamphasised and to be interpreted in
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between the lines. Also, it is both suitable to éix@ectations and regulations and at
the same time challenging, standing against therenckl it turns around
ambivalence but it takes its effect and power ftbim ambivalent state, it produces
its contrary to express itself, it represents wihadlenies, and so it disturbs the
colonial authority by imitating it. Representatittmough mimicry and production of
the doubles/the secondaries give mimicry the pfeae mockery and at this point it
threatens the civilisation and all the reforminbattthe colonialist force claims to
bring. (122)

Ngugi wa Thiong’o, who is another theoretician drw tissue of language in
postcolonial societies, agrees with Fanon on thaei®f decolonisation at every level
of society -the fact that Fanon emhasisingly dwefisn The Wretched of the Earth-
and he discusses the need to decolonise languaigh will mean to decolonise
mind and culture, in his work entitleBecolonising the Mind. Like Fanon, he
believes that there is duality in the charactelaofjuage and it is “both a means of
communication and a carrier of culture” (13). Famnhthere are two traditions in
terms of language use in Africa. These traditidret underline the split nature in
once colonised regions include the imperialist #relresistance groups. While the
former is on the side of economic and political @l®gence on the colonialist forces,
the latter defends the loyalty to national heritage roots as well as democratic
struggle. People who represent these traditionsabke to the ones that Fanon
mentions inThe Wretched of the Earth. For instance, according to both writers, the
bourgeoisie and the administrative groups preferramain dependent on the
colonialist support when intellectuals, workersg déime people in the village have the

desire to resist colonial oppression.

18



Ngugi claims further that the more the effects olonialism on African people
are the more difficult it would be to get rid oktBuppressive traces of colonialism in
the social and cultural life. For him, this is thasic problem with the newly gained
independences since the coloniser is no longeh@ibattle grounds but in social life,
within the indigenous culture, and in the classredeaching the African children
coloniser’'s language, literature, and culture. Adowly, African languages are
shown as the inferior ones causing the African feetp prefer (colonialist) others’
language. However, for Ngugi, language choice tsansimple issue as it is the tool
through which people express and define themseaivesdation to the entire universe
and so it covers the cultural aspect. In this cdntbe says that “[ijn my view
language [is] the most important vehicle throughiclh... power fascinate[s] and
[holds] the soul prisoner” (9). Besides, he doeashatieve that the colonial suffering
can be declared through the language of the caopmisth the addition of some
expressions from the vernacular and he is agalrestwiriters who prefer such a
method.

Ngugi, in Decolonising the Mind, complains that the mind and the body are
separated, the language of education and mentalapeuent are kept away from
that of daily interaction in once colonised Africkands. He suggests the idea that
these separated parts should be reunited so thatatudecolonisation is achieved.
As for the linguistic case in the Anglophone Caeab world, the one in question for
this thesis, the things change a bit. Although ltsan people uprooted from their
homeland Africa face the same situation on thel®aan islands, shattered between
the two’s in language and culture, the complicagésdnand the complexity in their

history demand further explanations and approafdrdbe issue of language.
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While Ngugi suggests using the vernacular for ditgrexpression in order to
decolonise language and culture, another way tagnthe once colonised
postcolonial writers is to challenge Western lirsgigi hegemony through playing
with it, in this study English. Amos Tutuola, GaddrOkara, and Chinua Achebe are
three of such writers who support the use of Ehdasguage with expressions from
their own African language. Kenneth Ramchand taksut these writers in his
attempt to show how English is used as a secorgliésge among African writers.
According to Ramchand, Tutuola plays with Engliahduage by employing some
grammatical mistakes. This makes the meaning dliffio be received in his works
and undermines the principle of producing gramnadiiccorrect works. Similarly,
Okara believes that African experience and cultetaments can be expressed in
another European language by translating themgnglish without losing much of
the nationalist values. Lastly, for Ramchand, Aehélas “a tighter artistic control
over the incursions from the native language imglish” (80). He thinks that it is
necessary to get in touch with white men in ordédiotlow their development and to
be sure of African safety against them. The reasloy these writers claim right on
English language and use it insistently can be esgad in George Lamming’s
concise words, “... English is no longer the excladanguage of the men who live
in England], t]hat stopped a long time ago...” (15).

Creolisation is another way that the postcoloniaitess have chosen to
deconstruct and to rearrange language. Simon Gikasdndicated above, supports
the idea that Caribbean writers and intellectuadsia such a situation that they are
against and at the same time inescapably withinctiienial system in terms of

historical identity and history writing. As for tlggiestion about how language can be
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used by those writers, he comes to the scene hatlsdme idea in his mind again in
Writing in Limbo. He says that the Caribbean writers at the beginmf their
struggles to establish distinctive Caribbean litei@in modernist times are aware of
and have anxiety about colonial influences. Howgetlegy are again caught within
the European modernist traditions to employ foreRkpression of their own voices.
Here, he allows the question to be asked “Since dblenial language is an
instrument of domination and submission, how igoing to be adapted to the
narrative and discourse of liberation?” (19). Thgloout his discussion, he answers
this implying that writers do not use the Europdanguage as it is but they
reconceptualise it and what ideology it containstiet they can have the “creole
culture” by means of creolisation in language (12).

Moreover, he claims that “[b]eing in ‘limbo” (14and having “a ‘twilight’
consciousness” do not give birth to a degeneratifext on the identity of the writers
but bestow upon them *“inventive energies” that mdakmiitless ideologi[es]”
possible in their works of literature (13). In othvords, once colonised modernist
writers establish the background that postcolonrdters put their backs upon. They
are not overwhelmed by alienation or dislocation they make use of them as a
source of power, they make displacements in langaaga counter-attack, and they
write in reverse. As a consequence, they can deisgldheir language and identity
expressed in this language.

What Patrick Chamoiseau, another Caribbean widied, his friends put forward
with the term “Creéolite” is actually a kind of cambation of their modernist
ancestors’ way. Although this term belongs to #eninology of the Francophone

world, the experience and the inevitable in-betwess are the results of the same
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colonial mentality in the Anglophone one. The mersl# this movement introduce
themselves as “[n]either European, nor African, r&sian” as they regard
themselves “Creole” (Taylor 133). According to tkeeolistes, the idea of “an
Absolute Negro” to challenge “an Absolute Whitehdae “just another way of being
white” (143), being “Western, dysfunctional, and esthetized” in Patrick
Chamoiseau’s words (158). Therefore, they prefdivio Creole culture and to use
Creole language that represents best their congticxperience of diaspora.

The plays that this thesis will be concerned wiih ot written in the vernacular
but it is possible to see two varieties of Englisluse. While Derek Walcott includes
the Creole in his product together with the Staddanglish, Caryl Phillips writes
thoroughly in Standard English. The difference lew them stems from the
difference in their diasporic experience: while foemer is a man of letter in the
postcolonial lands of the Caribbean with the menmfrpne diaspora, the latter is
one of the writers included in the British canomught up in England, and with the
memory of two diasporas. In this case, it is pdeditb observe the contribution of the
diaspora to language. Stuart Hall, who is acceptethe initiative one who makes
definitions about diaspora, claims that “the firghe original, and the purest
diaspora” is the Caribbean and the others are &Wsecondary] diasporized” (284).
For him, the first trauma in the complicated higtof the Caribbeans is that the local
people are extinguished and the other one is bmatsands of Africans are brought
as slaves to work on the land. They both attempetain the African heritage and
cannot keep themselves from being assimilated timoWestern and the Christian

traditions exemplifying an important example of higiiies around the world.
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However, language is not one of the heritages #natkept intact as people
brought to Caribbean islands as slaves are fromowsiplaces and origins. In order
to provide communication both among themselvesvatidthe white master, what is
used commonly is English language. Kenneth Ramclolavells on this linguistic
issue inThe West Indian Novel and Its Background and he explains the use of
language in West Indian life and literature in tiela to the colonial and slavery
history. For him, employment of English in the @&eans is very different from the
one in the other once colonised lands in that EhgB used in the former case as the
first language while in Othe latter as the secamgjliage.

Ramchand elaborates on the issue of how Englistbéesme the first language
in the Caribbeans and refers to Edward Long’s tistage history of English usage
there. In the first stage around™and early 18 centuries, after slaves are brought,
white men give orders on the plantation and wartie¢ainderstood so they employ
simple and functional words. Here, African dialeate in majority and there is only
a little broken English. In the second stage, ipassible to observe Creole black
people born speaking the same language unlikertee m the first stage who have
to find a way to communicate as they speak diffef@nguages. As a result of the
hierarchy in the plantation system, slaves hate ltontact with the white but there
are particular times when communication is possidea result of such learning by
picking up here and there and because of lack whdb education, there appears
broken and “bad English” (85). In this stage, Eslglis the basic language and it is
“both English-based and literally island-born” (8&radually Creole comes into
being with “steady reduction in the number of olagdAfricanisms” as a part of the

attempt that goes towards the Standard English. (@6yvever, there is again a
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deconstructive attitude at the same time since ith@ge of pure language is
challenged due to a number of corruptions madetaingart of the newly produced
English. In the third stage, the White Creolestdtatearn this West Indian English
from their nurses although they try to get rid tohithe coming years of their lives.
When the time comes to the"™@entury, there are no longer separate languages as
Standard English and Creole English but theressade in between, with these two

at different ends. At one end, there is Standargli§imas used by the English men
and it is the one according to which the statéhefdthers is determined. At the other
end, it is possible to have 2@ent version of Creole at the times of slavery iarsl

used in far places and by unschooled people.

What Derek Walcott produces is the result of thaslition, in between Africa and
Caribbeans, in between their own culture and th@osed one, in between the Creole
and the Standard English. His pl&antomime examined in this study is a good
example of his state as it includes obvious stageetibns for the use of Creole and
English side by side. On the other hand, Caryllipkiis one of the twice diasporised
people and he is in between Africa, Caribbean, Emepe as he is one step ahead
with the European experience. As a result, hisudagg is not so much under the
influence of Creole language though very much &f@dy the Creole culture. His
play The Shelter is written in English but he also has plays arieotvorks that have
the traces of Creole. Why this study aims to haitieShelter as the main text is the
absence of Creole language in it together withréhention of Creole/hybrid culture
and identity. It is believed that this fact willflext the difference of the two writers’

diasporic experiences much more clearly.
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All in all, history, literature, and language whichnstitute the culture of nations
will be the corner issues through which this stwdly handle the two postcolonial
plays,Pantomime andThe Shelter. It will be concerned with how these elements are
reinscribed and given a new face so that thesefaems come to force in order to
reflect the cultural identity of the writers andcethcommunity. During the analysis,
the attention will focus on the setting with redpeto history and
coloniser’s/colonised’s land; characters on th&tdrical scene and in literary texts;
narration in terms of its challenging power againstarity and purity of language
and linguistic products; and act construction t@¢mpts to shake the constructed
binarism in Western philosophy. As a result, thissis aims to show how such
deconstructive technical methods convey to the enessdithe audience the theme of
different diasporic experiences in different partshe world in a more efficient and

assertive way.
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CHAPTER 1

CHRISTIAN PANTO AND PAGAN MIMICRY IN HYBRID

PANTOMIME

“l give the strange and bitter and yet ennoblirentts for the monumental
groaning and soldiering of two great worlds, like halves of a fruit seamed by its

own bitter juice...” (Walcott, “The Muse of History4)

INTRODUCTION

Pantomime (1978) is a play written in postcolonial dramatiadition by Derek
Walcott at the time when he achieves an internatiptace as a playwright. The play
represents a role play in it through which charactene black servant and one white
master, get the opportunity to reflect their inm@rlds rather than the ascribed ones.
The binarised and then reversed relations betwesn aire conveyed to the audience
by means of contemporary setting and two-act dimisihrough which different
phases and faces of the postcolonial process ésley.

The duality in the play is rooted in the postco#gmnirror that the playwright
holds to reflect the community. Walcott acts on {iterary stage as a poet,
playwright, and writer and he is accepted to be ‘finst major dramatist from the
anglophone Caribbean” world and very influential time development of the
Caribbean theatre (Fiet 152). However, his art hisdartistic identity cannot be
limited to the Caribbeans as the tradition anddhkure in which he produces his

works are parts of the “International Hypercultu(@tewart 7). Moreover, these
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Caribbean islands may be accepted as a sampleésahtérnational culture as they
are situated at the place of transition betweerarety of cultures and nations.
Hence, as a Caribbean, Walcott is in between @iftercultures and identities.
Moreover, he is both isolated from the community iben with his distinctive
qualities, neither black nor white exactly, “a Medlst in a Catholic community, a
precocious intellectual, an artist” and at the séime he is responsible to voice the
miseries of ‘the wretched of the earth’ in the Ghadan, not written in the History in
English language (Stewart 9). As a result, what dMhalwrites is shattered in
between in terms of language, history, and litemtwhich is a direct consequence
of the colonial and diasporised experience and hwisiceflected in the technical and
thematic aspects of his plays.

Laurence A. Breiner who examines the early phas@/alicott’s plays, between
1957-70, draws attention to a number of literafjuences in his plays that are St.
Lucian, Jamaican, Trinidadian, American, Europeand especially those from
England but also to the fact that his art remairssindtively Caribbean. These
sources constitute not only Walcott’s literary imapon but also his background as a
Caribbean man of letters. In the face of this rplttity, what he faces is “absence
of ruins” and lack of a national history and heros (74). Therefore, as Breiner
claims, he attempts to dig into the nature andrenment and produce myths in
place of histories and also reconcile the heritagesancestors. It is a direct result of
the fact that Walcott believes that “[i]f there wasthing, there was everything to be
made” (“What the Twilight Says” 4). On the sameaugssJohn Thieme, in his critique
of Walcott, comes close to Breiner asserting thaldatt tries to find heroic figures

among his Caribbean men and “confer[s] heroic statn Caribbean figures as
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diverse as St. Lucian fishermen and charcoal-bafr{éb). As for the influences that
Walcott is exposed to in terms of drama, it carclaened that he is both affected by
European drama and Caribbean “people’s theatre avhizal, masquerade and
seasonal festivals” (42). That is, Walcott is iefieed by a number of influences
from different cultures in terms of language, higtdliterature, and particularly
drama. Therefore, what he will produce throughoist ¢areer will be a sort of
harmonious coalition of all.

In the second phase of his dramatic career (frof® Iwards), as it is explained
in Lowel Fiet's study of Walcott’s later plays, hptays are more realistic especially
in social terms going away from the mythmaking psscand they are mostly set in
Trinidad. They are brought out when Walcott is ilose relation with the
foundations, universities, and theatre companig¢karlJSA so they are “tightly-knit,
one-set, small-cast ‘realistic’ plays” (Fiet 14@&ccording to Fiet's claim, while
Walcott is one of and comparable to the West Indi@mcophone playwrights
around the world at the beginning of his theatrees it is the productions he has in
the second phase that make him comparable to #w gtaywrights of different
nations in contemporary literary arena. It is théetween state, it is the “twilight”
(Walcott, “What the Twilight Says” 5; 35) and “tlmiltivation of obscurity” (34)
that give creative power and imagination to the/wlight and allow him to gain an
international seat where there is no question ofldérs of nation or language not
only for the identity of the playwright but alsorfthe type of drama he prefers to
comply with.

Pantomime is one of the plays that he puts into writinghrstphase with its social

realism, its contemporary setting where the shadufvtise past can be observed, and
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its internationalisation of colonial and postcolinexperience. This chapter will
attempt to deal with this play which is a produtthe hybrid aspects of Walcott’s
life. He is caught in between different ancestryhaf, plural demography of the
Caribbean land, histories that determine his placeorld history, European and
African influences in terms of art and languagewdwer he believes that it is
possible though not that easy to unite these elmrtearmoniously because for him
“maturity is the assimilation of the features ofegyv ancestor” (“The Muse of
History” 36) and “[tlhe noblest are those who a@pped, who have accepted the
twilight” (“What the Twilight Says” 5). This chaptewill explore how the idea of
twilight shows itself inPantomime in terms of historical representation, literature,

and language.

1.1. ACT ONE: POSTCOLONIAL CARIBBEAN STILL UNDER

THE EFFECT OF COLONIALISM

1.1.1. Setting of a Guesthouse on the Cliff and Ingged Language

1.1.1.1. Historical and Literary Images Re-presentgin the Setting

The playPantomime is set in a gazebo which appears as a part okeatlgouse
and which is placed on the edge of a cliff on ohthe Caribbean islands. The action
in Act | takes place in the morning of any day jastthe guesthouse is one that is not
known by name. Briefly, the setting is contempordsyt ambivalent. The
combination of these two properties in the settinges the hint that what will be

staged is familiar to the lives of the audiencét & contemporary and what will be
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re-presented is a kind of presentation of any mangd in this contemporary world
as it is ambivalent.

The fact that the play is performed on a beach wigconce under colonial rule
may remind the audience of the first encounter betwthe coloniser and colonised
on a beach, which is represented in a number oinal narratives of literature and
history. With the help of such an image of the a@bpast in contemporary setting,
at the very beginning a bridge is built between phesent and the past and the
playwright implicates the similarity of experienaesthese two time periods. In the
line of such a setting, the play goes on with a peinof representations from the
colonial and postcolonial times attempting to shibaw parallels can be drawn
between them and how characters are caught in betwemporally and they
experience life in an ambivalent state. This caadits also implied by means of the
gazebo on the edge of a cliff, that is, in betwdensea and the guesthouse, nature
and civilisation, colonial and postcolonial peripdsd at a time on the edge with
neither complete independence nor pure slavery.

Walcott in his description of the Caribbean landsusimilar images in his essays
and thinks “[tlhe separation of town from countdgsiand countryside from sea
challenge[s people’s] safety” (“What the Twilightays” 15). Moreover, John
Thieme, in his critical book on Walcott’'s worksgegds the setting iRantomime as
isolated, “suspended, liminal environment in whachnore radical interrogation of
power hegemonies can be conducted” (127). As the is in between, the place is
limited, and there are only two characters as sgm&tives of the white and the

black communities, there is not another chancaHercharacters than to solve the
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problems of identity and ascribed roles. The sgtignconstructed in such a way that
it has the power to give hints about the ongointhefplay.

The beach is one of the once colonised beachesHawticters are not on the
beach or shipwrecked as the black servant Jackephasises, there is a guesthouse
on the beach and “[the guests] ain’t shipwreckégytpay in advance for their
vacation” (Walcott,Pantomime 133). The juxtaposition of a civilised institution
guest house with a natural land to which even “Had of a canoe seem an
interruption” (“What the Twilight Says” 13) provideghe audience to see the phases
in the lives of the representative charactersptieecolonial and the colonial, the two
of which constitute the present postcolonial. Theywright unites the properties of
different time periods related to ‘colonial’ on teeage and throughout the play he
makes his characters represent the roles of themergtions intermittently and
exhibit some traces from the past and present tiondi In this way he challenges
the teleological and ordered Western History asdgtogress from motive to event”
as it is not more than a piece of “narrative fiotigWalcott, “The Muse of History”
37).

On the other hand, the beach that reminds of tHen@bd encounter has an
implication about the playwright’s search for arethistorical beginning other than
Crusoe, Columbus, or any other adventurist colomiaite man. It is a kind of
journey back to their origins “from man to ape” lmait in terms of ethnicity (“What
the Twilight Says” 5). Walcott indicates that sugtiters like himself “reject ethnic
ancestry for faith in elemental man ... in a secondm, the re-creation of the entire
order” (“The Muse of History” 40). He believes thalonial memory should be

used as a source of power. Although its experieadatter and the bitterness is
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“salted with [that] of migration”, it is this “acidous that supplies its energy” (41).
Hence, by representing the beach scene that aw#kemrslonial memory, he shows
that they do not deny that past and moreover tohegm it as the beginning of their
history. However, with the help of postcolonial eggch, such a kind of scene
deconstructs the assumption in history books of rlsN® becoming holy from
Crusoe’s footprint or the imprint of Columbus’s kfieand shows them as
“here[tical]” and a kind of seduction towards “vimgsands” (41). This is the new
vision that the postcolonial man of letters brirtgshistory. That is why, to the
representations of different time periods as refém@bove, it is possible to add this
postcolonial history.

As for the white and the black colours used indbstumes of the characters, they
also have implications about the characters’ raditity and historical experience.
Harry, who is at his mid-forties and a retired acts presented “in white” in stage
directions as the representative of the white comtypyWalcott, Pantomime 132).
On the other hand, the representative of the bzabbean man is Jackson, who is
forty and who works as the “factotum” for his mastend he is presented in his
white jacket and black trousers with his bare {@82). While the white man is still
in his white wearings, the black man is in two emfogiving the sense of his Creole
identity to the audience. However, during the ongoof the play, Harry starts to
take out what he wears and put them on again agoisly and in a way he tries to
get rid of one pure colour and he was in seardbeofg in between like Jackson.

The in-between state which is indicated on theestagthe help of the colours is

also observed in language use. On one hand, Hayphasises his loneliness in the
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songs that he recites by disregarding the existefdbe servant Jackson and by
obsessively living on his own and in one colour:

HARRY: It's our Christmas panto,
it's called: Robinson Crusoe.

;'J.l.,lst picture a lonely island

and a beach with its golden sand.

There walks a single man

in the beautiful West Indies! (WalcoRantomime 132)
Harry feels lonely like the lonely island and hes lmae colour like the guesthouse in
white as a master white man. The fact that he ptese Christian panto that will
represent Daniel DefoeRobinson Crusoe is another instance of his belief that he is
the first and the only human being on the uninteabibnely island. The audience
can see the other character, Jackson and Harryskhow. However, the colonial
mentality is going on and the minds of the audiemeg get confused about the time
the play is set in, whether it is colonial timeakind of re-presentation within the
contemporary setting.

His wish to be like the previous colonisers andlergrs is also observed in the

latter parts of his song where he maintains thergal assumptions:

HARRY: Is this the footprint of a naked man,
or is it the naked footprint of a man

There's no one here but |,
just the sea and lonely sky... (Walcdgntomime 132)

Any possibility of the existence of another maraceepted only through othering
him with the modifiers of ‘naked’ or ‘without shde#&lthough he plans to stage a
pantomime with Jackson the servant abBabinson Crusoe and these lines are

given as a part of this plan, he is a white repregve and in a way wants to live
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those colonial days again at least in a pantomimibe possibilities of a postcolonial
society.

While Harry re-presents his ancestors’ degradatiotme black slaves in colonial
times with the help of the song, he presents hia degrading remarks about the
postcolonial and newly independent Caribbean spaiehis dialogues with Jackson.
He says that in case he wants to commit suicidea“ifhird World country”, he
“can’t leave a note because the pencils break,d&e’t cut [his] wrist with the local
blades” (Walcott, Pantomime 133). Although the Caribbean islands are given
independence, the white man goes on calling treesgs|“Third World”. Moreover,
it is obvious that white man is again in the same With his coloniser ancestors in
Harry’s address to Jackson in belitting names. l@Vbackson is caring like a father
towards Harry and tries to prevent him to fall affedge where Harry announces his
pantomime, it is Harry, who calls himself as “[diigdd and “papa” and Jackson as
“sonny booy” (133). This kind of approach to thadd man can be observed in the
later parts of the play especially in Act | in ingtances when Harry insistently uses
“boy” in his address to Jackson. These example®rlind the fact that colonial
mentality of the white man is somehow continuinghvthe postcolonial white hotel
manager who sees the black man as a child.

It must be a direct result of this continuationtthlack people are still afraid of
being blamed for any wrong they may commit. Wherkdan tries to protect Harry
from falling off that ledge, what he believes isthf Harry falls down, the white
people in charge “go say [Jackson has] push[edirjifa(Walcott, Pantomime 133).

In another case, when Harry prepares himself ty pt@ role of Friday in the

pantomime, he removes his clothes in order to leveked appearance. Jackson
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wants him to wear his clothes as he believes fratyibody sees them by chance, it
will be Jackson, whose “name is immediately mudB4()Land who will be regarded
as homosexual attempting to seduce the virtuousewhan. These are exemplary
situations that show the distrust in black men #tifitprevails the white minds even
after they are ‘civilised’ by the help of Westemrligion and manners. As a result, it
Is seen that Harry maintains his life temporallybetween, sometimes in colonial
and sometimes in postcolonial time. Through thislithys embodied by Harry, the
playwright unites colonial and postcolonial and e how these time periods are
inseparable from each other in terms of effectn@/@ot in terms of temporality.
Hence, the contemporary setting gains an impodanension as the one which is
loaded by the experience of yesterday and whichaldamsible character.

Jackson, on the other hand, takes his place béfi@reaudience as the one in
between in terms of language, with split identitgd unable to break the chains with
past experiences. Jackson is aware of his beingloae and not the only human
being walking on the land. The communication of ien with other cultures that is
denied in Harry’s songs seems to be accepted duaegson’s calling Harry for
breakfast, “Mr. Trewe? (English accent) Mr. Treweur scramble eggs is here! Are
here! (Creole accent) You hear Mr. Trewe? | hereé your eggs! (English accent)
Are you in there?” (WalcottPantomime 132). The colour combination in his
wearings repeats itself in his language and itbiseoved for sure that Jackson is in
between. When he talks to himself, he uses Crecterd whereas talking to the
master, he uses the English one. The Creole agseatresult of the imposed
language during colonial exploitation and the laagpl of resistance during

decolonisation tainted by the dialects of the cmled people and with these
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properties, it has the burden of the past refleated the present. Jackson’s English,
on the other hand, is for any communication with white man, he is still serving

the white master like his ancestors, and he usestnd “sir” whenever he addresses
the master; in brief words, he keeps the teachamgsassumptions from the colonial
days like Harry and there is still a binary oppositbetween them in which the white
IS superior.

The continuing opposition between the white anctlbleepresentatives is best
exemplified in their dialogues about how they arewhich they use forecasting
expressions:

HARRY: So how’re you this morning, Jack3on

JACKSON: Oh, fair to fine, wits seas moderate, witlives three to four feet

in open water, and you, Sir?

HARRY: Overcast with sunny periods, with the posgibof heavy showers

by mid-afternoon, I'd say, Jackson. (Walc&antomime 132)
One of the basic oppositions between the colomisdrthe colonised is rooted in the
weather experienced on the two sides of the Ata@aribbean islands and Britain.
In the representation of this contrast, the Calnbman has a good relation with the
environment at “moderate” levels as he is more wgetdand the sea is available for
navigation because of the warm weather. However, Bhglish man who comes
from a rainy and windy homeland is not pleased hig weather both in spiritual
and literal senses. The “sunny periods” for himsesu‘overcast” mood and what he
expects is “heavy showers” partly because he waniget rid of gloomy sunny
weather and partly because he wants to indicateduaiv weather has affected badly

his mood and will cause tears in his eyes like hiesihowers. These colonial re-

presentations by Harry and Jackson both remindiform the audience of the state
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in the past and make them question the state seprgvithin ‘postcolonial’ context,
which is not free of ‘colonial’ past.

In the play, apart from the idea of the preserd imhich the colonial past intrudes
and which carries traces from the past, theresis ahother aspect of the present that
is shaped and affected deeply by that past. The efahe once colonised lands is
actually defined by Harry when he mocks at the pmrd the blades that cannot be
used properly for suicide in the Third World cougdr He also adds that the people
that commit suicide are “tax-payers” and the whpge®ple are “a minority group”
(Walcott, Pantomime 133). This is the neo-colonial state in which thdsnds are
caught and once colonised and presently indepempaenmie still suffer from colonial
administration of a small group and their hegemowsr the economy. The desperate
condition of these people after the colonisersgaree in ‘formal’ terms is mentioned
by Jackson as well, who says “we trying we best, sshce all you gone” (133).
Franz Fanon dwells upon this issueltve Wretched of the Earth and he says that the
coloniser “withdraw[s] his capital and techniciearsd encircl[es] the young nation
with an apparatus of economic pressure” and thdhglonce colonised people are
independent, they are made dependent in termsawioetcs (54). Fanon believes
that colonisers are in a manner after the indepeel®o tell the colonised “[i]f you
want independence, take it and suffer the consegsé&n(54). In the play, while
characters converse each other, the indifferencexpfoiting white man and the
wretched state of the serving black man is muchrigleunderstood. Harry, who is
not satisfied with eggs for the breakfast, demaisdme toast, butter, and jam” but

Jackson draws his attention to the “[b]ig [s]trikeend i]sland-wide shortage” and
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says that he cannot bring what Harry wants as #ey“down to half a bag”
(Walcott, Pantomime 134).

Other than the economic exploitation of the form@ponies, it is also indicated in
the play that neo-colonialism takes its place ahiadtrative and cultural levels.
Harry makes references to the decolonising atterptie once-colonised people
against the British imperialism and his mentiontése events also verify the
contemporary time in which the play is set thought mdicated in the stage
directions. He claims that he is “a liberal” and s supported the movements for
independence that appear with the slogans suchAlaermaston, Suez, Ban the
Bomb, Burn the Bra, Pity the Pakis, ... the steeldoainNotting Hill Gate” (Walcott,
Pantomime 136). With the help of these references, the mlags beyond the
boundaries of the Caribbean islands and attemptegresent any pre- and post-
independence struggles against the British arodmed world. However, what is
neocolonial in Harry’'s speech is that although $a liberal and on the side of the
independence demanders, he does not hesitate tinaa¥if the new script [he’s]
been given says: HARRY TREWE, HOTEL MANAGER, thdre’s] going to play
Harry Trewe, Hotel Manager” (136). It is not givelearly by whom this script is
written and what a power can make Harry comply witiat the script commands.
However, what is clear is that in the face of theréasing independent states, the
British invent other methods to maintain their hegeic existence; founding hotels
and guesthouses as if they were the owners of thosis, accordingly being a part
of the economy, having a place by economic righthenlands they do not possess,

making the black men depend upon white institutideaching them how to be a
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good servant even if not a slave, and continuingge black power in a different
way.

One of the tools which Harry employs in the playrake the black man go back
to his slave identity is to re-write one of the aruhl texts,Robinson Crusoe, in
which master-slave roles are prescribed. Harryrdahat as a white man he is the
one who has “co-authored” and “br[ought] it all dowo [Jackson’s] level” assuming
that Jackson cannot perceive the original one asréghrding the fact that he was
taught the literature of the coloniser (Walc&®antomime 133). Jackson will take the
role of Friday at first through which he may intaliee his role in the guesthouse.
Harry expects it to be “a good satire ... on the merasérvant —no offense-
relationship[, [Jabour management, white-black, aodon”, that is, to stage all the
binary oppositions (136). Even if he claims thawill be a kind of “satire”, he also
indicates that it is only for the sake of “humoyt36) as a light pantomime not a
serious piece of “Art” (140). Moreover, even to pesent and re-name those
oppositions may include the aim of serving the n@bideology. That is why, Harry
insists on staging the pantomime even though hedgwse the role of Robinson to
Jackson. The latter does not accept to play theeabh “canni-bal”, Friday, because
he feels no longer cannibal and he knows that &y fiie role means to accept that
identity (133).

Moreover, during a dialogue, Harry explains whathmas with this pantomime as
“to make a point about the hotel industry, abouthngas, conduct, to generally
improve relations all around” (WalcotRantomime 136). He seems to have a
purpose to educate people about the manners oferrsate relations. Jamaica

Kincaid refers to a similar issue in her bodkSmall Place, on Antigua during her
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visit there. There is “the Hotel Training Schoat’Antigua and Antiguans are taught
there “how to be good servants, how to be a godwbay which is what a servant

is” (55). She draws attention to the neo-colonial fbehind it and to how people

celebrate this school and how its graduation cemgni® broadcast through media.

Similarly, Jackson is being trained in this guesude to be a good servant and to
maintain slavery in a different form. Jackson epfyed in between his past ascribed
identity and the present state in which he aintsetdifferent from Friday.

Further, Harry is aware of the fact that the pamteenwhich will allow the past to
be experienced again “would hurt while people ladjhas the colonial setting,
roles, and sufferings will be taken to the stagetld pantomime (Walcott,
Pantomime 136). This aspect of the pantomime to re-presedtra-act the past is
another attempt of the coloniser to make the cekxhire-gain and internalise once
more the colonial identity. In the play, althoudterte are not any tourists, Harry
forces Jackson to stage this play which has meashtertain the tourists. Harry’'s
obsession can be explained in two ways. First,tas indicated above, he is a
representative of the white man and even if inig ipantomime, he wants to satiate
his desire to be an actual master and satiate whgeriority complexity. Second, his
own life can be taken into consideration as a kihchicrocosmic sphere that stands
for the macrocosmic colonial period since he gest In his own past as well as
colonial history and literature.

In Act I, Harry brings a tape recorder onto thegstaand plays a sort of
introduction to a play in which he plans to actt jlilee he did during the days of his
career as an actor. At the same time, what the reqarder and he express in the

songs is the colonial past during which such pliéges the ones abouRobinson
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Crusoe are staged. As it is implied in the play, Harrgy®d the role of Robinson as a
part of this colonial ideology. In concise wordsttee very beginning, it is implicated
that the colonial history and Harry’s past life bawutual points and come across
with each other at a certain place. Moreover, whensings songs, he presents
himself with the expressions that he is used thisnearlier life: “You're watching
the great Harry Trewe and his high-wire act” (W#élcBantomime 133). He is no
longer an actor or a husband to his wife or a faltleeause he has lost the all as can
be understood during the ongoing of the play. Tikahis present life is like post-
independence period because of his loss of wife, @od job. There arises a further
point here in which Harry the man and the Westdbniser fall into the same
category while the colonised land happens to biénsame situation as a woman,
the former ones lost the latter ones. The maleudier with the female fertile
colonised land and “the discoverer” with his “sHodt on virgin sand” are the ideas
which are mentioned or implied in a number of cabmroductions and history
books (Walcott, “The Muse of History” 41). As a saguence, it can be asserted that
Act | of Pantomime manages to represent the colonial history andadgaas well as

its continuing effects and how it is perceived @ofcolonial time period.

1.1.1.2. Languages in between as a Result of Colalism and Diaspora

It is possible to observe linguistic examples tied¢r to colonial enforcement and
at the same time cases which point out the pogipeddence linguistic state which
is mostly Creole. The colonial experience causd# &p the Caribbean both
individually in people’s own lineage and colleclivan their background from

different continents. This is the reason for theiters’ disagreement among
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themselves about how to use which language. Watetggories them as such; some
believe that they will use their own people’s laage though it may not be
understood by other nations, some others attemptite in English to reach more
people, and “the third” party is in between anéeked by the former ones (“What
the Twilight Says” 8). It is a similar discussiom the one Kenneth Ramchand has
about the languages of postcolonial literaturedhie West Indian Novel and Its
Background. Walcott, like Chinua Achebe referred to in thisok, thinks that it is
possible to express local experience in coloniskrguage, using it as a means
without adopting “its power, its styles, its atf ideas, and its concept of what [they]
are” (24). In the play, he achieves this state fopgses. It is “an electric fusion of
the old and the new” that the writer gets by “makuse of his schizophrenia” (16).
Walcott experiences this schizophrenic mood from lwyhood in a translational
place between the old and the new traditions, ¢aland local influences, and his
“black skins and blue eyes” (9). Pantomime, it is possible to find examples both
for the newly invented language and for the colernsslanguage in different forms.
When Jackson takes the role of Robinson, he be#ittss re-constructs and at the

same time challenges, deconstructs Robinson’s maomard Friday in terms of
teaching religion and language. First he changaddl’ to “Thursday” and says

JACKSON: ... Robinson obey Thursday now. Speak Thaysanguage.

Obey Thursday gods.

HARRY: Jesus Christ!

JACKSON: (inventing language) Amaka nobo sakamakakk pants

kamaluma Jesus Christ! Jesus Christ kamalogo! éPallsen with a violent

gesture) Kamalongo kaba! (Meaning Jesus is de¥H)qott, Pantomime 137)

This dialogue continues in the same manner durimgwJackson utters meaningless

words and Harry tries to catch the exoticism in ldreguage as if he is directing a

42



play in actual sense. Harry sometimes mimes Jackewanting words like
“Rogoongo! Rogoongo! (Meaning: Keep it rolling)"37). What they mean with the
words is only perceived with the help of the panetital explanations that the
playwright provides for the reader and of the gestucharacters use for the
audience. Jackson represents Robinson as civiliamgy teaching by means of
imperative form of language disregarding the thasiglf the addressee and this is
the first layer of deconstruction. Moreover, as ¢beond layer, by imposing a newly
invented language that is meaningless, Jacksoheolyak the validity and the value
of English language implying that when English vimposed for the first time on
the colonised man, it was as meaningless to Jatkaogestors as it is to Harry in
the play. Hence, the audience is also provideeeb what the colonised men felt in
the face of a meaningless language that does maplgowith their needs and
interests. The playwright allows the audience all as Jackson to go back to the
roots of the colonised though ambivalent and inag Yorgotten: “... dat is what it
was like, before you come here with your table #msl cup that” (138). Although
Jackson cannot remember his own language as arsithege one is imposed, he
knows exactly that they had in the past some laggend life different from the
European ones. As a result, in an attempt to maee af this difference, the
colonised may want to add distinct expressionshi imposed language so as to
disturb its Standard structure and reach Creole.

The use of words by Jackson even though they ddvaa¢ any meaning is also
significant for the expression of his identity. &accordance with Gayatri Spivak’s
thoughts given in the introduction about the swdraltwhose history and language

are split and who are exposed to new ones, it p@asible for the colonised to speak
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or to express their identity. In the play, Harrypbe to stage a pantomime which is
done without any sound or word and if Jackson othdyien, he would not utter
anything about his identity. Although Jackson i€ aif the once colonised people
who are denied to preserve their language, he doegive up using an alternative
language against the coloniser's. His addition afguage to the ‘word-less’
pantomime is a kind of deconstruction against thh@oaphere which is prepared by
the white man without language and without the eggion of identity. As Walcott
expresses through his poetic w@kneros, the past and its traces cannot be undone:
“This was History. | had no power to change it.172. Then, what is available for
the black man is to express his identity with trephof the imposed language.
Furthermore, with the deformations they do on thisguage and of the distinct
Creoles, they can take their revenge on it.

Moreover, in this particular scene, it is showrotigh what kind of an order the
colonial power could take the control of the cotmd men in religious, linguistic,
and cultural terms. Jackson defies ‘Friday’ namgdhe coloniser and calls himself
‘Thursday’ without feeling the need to be white gnds forward Thursday language
and religion to be adopted. Walcott indicates ailamthain in one of his articles,
“The Muse of History” as such; “[t]he slave conesftthimself, ... as he adapted his
master’s religion, he also adapted his languagei tiis “poetic tradition” and “new
naming of things” followed the former ones (48).id bolonial order is re-presented
on the stage from the slave’s perspective and titdeace is prepared for the
reversed, rather balanced order of the things nllAc

On the other hand, as for Harry’s linguistic coiuiit he is ‘going native’, he is

fond of distinct Caribbean songs, and languagerdfembers which words Jackson
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uses for which things better than Jackson himswlftee is so ready to learn the new
language just as the black man was once. Howewvdgerins of teaching language,
Harry, as a white man, has a suggestion for Jacksteach in a more proper way:
HARRY: I'll tell you one thing friend. If you wanme to learn your language,
you’d better have a gun.
JACKSON: You best play Crusoe, chief. | surrenddt. you win. (Points
wearily) Table. Chair. Cup. Man. Jesus. | accepicdept. All you win. Long
time. (Smiles.) (Walcotantomime 138)
When faced with the brutal way that the white mampleys to ‘teach’ language,
Jackson “surrender[s]” and understands that ibtsfor the black to make his values
get accepted because in this case he will not fiereht from the white man by
mimicking his exploitation. Even if he imitates théhite man, as Franz Fanon
shows, the aim of the colonised is “[n]ot ... becognan colonist, but ... replacing
him” (The Wretched of the Earth 23). Créolistes also approach this issue from a
similar perspective about their francophone Camipb&orld. According to them, the
idea of “an Absolute Negro” to challenge “an AbgeldVhite” can be “just another
way of being white” and they prefer the Creole &ybrid culture (Taylor 143). In
addition, Walcott believes that if the black mearsto superiorise themselves and
say that “all blacks are beautiful”, art cannoteliand “[pJower ... becomes
increasingly divided and tribal [as] it is based genetics” (“The Muse of History”
57). What the black man prefers to do is to plathwhe imposed language and
deconstruct its transcendentally accepted valuemRhe white man’s perspective,
this dialogue has another dimension since it daoacts the white civilising image,

takes them down from the pedestal to the levethed savages’ who employ force to

deal with people.
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Harry’s interest in Jackson’s language, song, aalgpso music has another
implication distinct from the innocent one, his iigg native’. The folk songs, music,
and all other folk arts in the Caribbean have bede tools for commercial gain
and tourism to be represented in hotels and plewesntertainment. Walcott refers
to this point very sadly: “our art objects are satred vessels placed on altars but
goods placed on shelves for the tourists” (“What Thvilight Says” 8). That is why
Harry wants to represent to his white audience agkoiman with his Creole and
Calypso.

Creole that is implied in all the cases of languagealso referred to directly a
number of times in the play. However, characterpr@gch this concept in
completely different ways, which is understood kastheir conversation about the
parrot, the only being they have in the hotel othan themselves. This parrot, as far
as Harry knows, is from the pre-colonial period &edepeats the name “Heinegger”
continuously as “Herr Heinegger used to own thistglj” and he still carries the
traces of Nazi administration (WalcotRantomime 133). Jackson is always
complaining about it, especially its language buatrd does not want to listen to
Jackson as he believes that that language is Ruf@abit because “[i]t's his accent,
... [n]e’s a Creole parrot” (133). He regards thedl¥eas an accent that is traced
back to the pre-colonial period and that has theets of a coloniser’s language. In
the colonial and the postcolonial periods, Crecl@se into being under the effect of
a European language and moreover there are maxg kihCreoles even in one
language.

On the other hand, for Jackson, Creole is an adteitpeople from different

places use as the common tool of communicationebaar, he thinks that Creole is

46



not only a name for language but also an expressiovorldview and culture in the
once colonised lands. The Caribbean people hadperience diaspora in different
ways setting out from different continents and tiesre obliged to find a way to
have communication among themselves. They werestogk in the past or in the
homelands they left behind and at the same timeditenot want to comply with all
the regulations of a newly imposed European langubgre English. They lived in
between where they internalised and got adaptétetboth. However, Harry can not
understand this and questions Jackson’s animagdyst the parrot:

HARRY: ... how can a bloody parrot be prejudiced?

JACKSON: The same damn way they corrupt a child.tisir upbringing.

That parrot survive from a pre-colonial epoch, Mirewe, and if it want to last

in Trinidad and Tobago, then it go have to adj(Walcott, Pantomime 134)
For Jackson, a Caribbean person should be CreaiseHiin his character and
culture as he carries on his shoulders the expmriehcolonialism and diaspora. He
also has in his mind the traces of different cel$uand languages that he has to
reconcile. As a consequence, to re-shape the lgegsane of the ways of challenge
that the Caribbean people apply to their lives aathmimicking English colonialism

or bringing back the African or Asian heritage lmtbetween and at the level of

hybridity, the product of which is Creole.

1.1.2. Representative Characters of White-Black Opgsition and

Props in ‘Pantomime’

In Act |, together with the re-presentation of ttwonial days and their impact
seen in the contemporary setting, it is also intplieat the present time when the

play is set is called postcolonial period and theme certain but not so distinctive
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differences between the characters’ present and fagtions. Although the
playwright reminds the audience of the colonialkggiound especially as understood
from the first impression the play gives, he do&$ neglect to point out the
postcolonial conditions in relation with their colal bases. While he manages to
stage the former by means of visual technicalithesjs able to exhibit the latter by
making use of character construction.

The binary oppositions still maintain their validitn the characters Jackson
Phillip, the black servant and Harry Trewe, the teshmaster and hotel manager.
However, throughout the play, the playwright doeg hesitate to put them in
opposition with each other by allowing them to dlibtthe stabilised binaries and by
making them trespass each other's domain of iderfiior instance, Harry puts on
and then removes his wearings intermittently ineord feel “what it was like to be
Friday” in the play (WalcottPantomime 134). Moreover, when they rehearse their
pantomime, Harry is pleased to sing the lines dbiRson to a goat which is full of
love expressions. Jackson looks down upon the tedemre of the white man
towards a goat and regards him “obscene” (138)oiRethe appearance of a naked
and obscene white man, Jackson gets on nervesamplans of this pagan-like
behaviour especially on “blessed Sunday” (134).00e hand, the audience witness
naked white man who defines Sunday as “deservediivio blames Jackson to be a
Victorian “prude” (135). On the other hand, theysetve a black man who is so fond
of his virginity, who does not want to be a sexpiay for the master as he has three
children, and who explains the reason for his feads the “[m]anners” that he has
been taught (135). The pagan white and the Chmitiack show that accepted roles

are changing though still within the limits drawg the coloniser. Harry confesses
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this fact, “[tlhere’s more manners in serving tharbeing served” and asks Jackson
to teach him these manners (Walc&dntomime 135). It is obviously indicated that
the serving men/blacks have been educated andm®wknow and can teach these
manners better than ‘civilising’ white men.

Another opposition and another deconstruction m play take place when the
characters contrast their understanding of war singygle for identity. Jackson is
put on the stage with strong modifiers as “a vesyicgls steel-band man”, who
comes from “a very serious place” and who has ctimreigh “some serious trouble”
(Walcott, Pantomime 135). That is why he cannot stand any kind of demg
approaches to his identity and inserts “a ice piokd the hand of an Indian boy who
makes fun of the “nigger[s]” (135). Moreover, omeportant demographic feature of
the Caribbean islands is revealed in Jackson’sl@molwith the Indian boy and it is
the existence of different races side by side dsagan opposition to each other. As
Stuart Hall claims, “[tlhe Caribbean is the firte original and the purest diaspora”
and at the same time it has the most complicataspdric structure that includes a
number of races from different continents (283-4).

In opposition to the fighting manners of the blac&n, those of the white man are
placed in a way that problematises the given rolé® war memory that Harry
recites is about “[a] Christmas panto” they playdten he was a soldier of the army
in Palestine (WalcottPantomime 135). In this panto, Harry takes a female role as
this is the tradition in pantos but later one of #oldiers attempts to seduce him
thinking that he has a queer identity in real seAseordingly, the suspicions about
Harry’s gender increases and in this way the stgpemal effeminate black man is

reversed and constructed back against the whitetemaBurther, white man’s
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understanding of war reflected as side by side eiifertainment is a way to destruct
the civilising and holy purposes of white attacksusd the world.

As a direct result of the experience loaded in Ibteeck mind, to re-present
colonial times either in the role of Friday or itage of Robinson is difficult for
Jackson. That is why he does not want to accefaki® part in the pantomime and
moreover, he is reluctant to entertain the whitéience reminding of their colonial
superiority by playing Friday. As for his being Radon, he is against it as well
because he regards colonial exploitation as a kinhdhtrusion to the lives and
cultures of the peoples. In his ironic utterantesgquestions the course that the white
colonisers took for colonial aims and he actualigns down any opportunity that
may create a second generation of colonialistsentgjlecting the Robinson role. He
repeats “three hundred years” three times in ail@rdicate the duration throughout
which he served Harry, rather, the black men seryed white men (Walcott,
Pantomime 137). The emphasis on the number indicates thext évhe accepts the
role, the painful experience of the black man cam@oundone and put on the stage
as a part of a light pantomime nor can it be broughlife within its limited
boundaries.

The black man was a slave once and is servant ndwnaany case mimicking the
white master. In other words, he is already inradkof pantomime and acting what
the white man has prescribed in the script withany voice of his own. He is a
shadow the existence of which is dependent uposéilie

JACKSON: ... in that sun that never set on your eenpiwas your shadow, |
did what you did, boss, bwana, effendi, bacra,lsahihat was my pantomime.
Every movement you made, your shadow copied... (stpggling) and you

smiled at me as a child does smile at his shaddwlpless obedience...
(Walcott, Pantomime 137)
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However, the black man is not in the same posiifter those three hundred years.

The order turns upside down and the shadow statease and direct the self:
JACKSON: ... after a while the child does get frightd the shadow he make.
He say to himself, That is too much obedience ttebdéads stop ... He cannot
get rid of it, no matter what, and that is the powad black magic of the
shadow ... until it is the shadow that start domimgathe child, it is the servant
that start dominating the master... (137)

Hence, the black man regards the present situafibis as an opportunity not to
go back to the past but to reverse the past fofutwee. For Jackson, the past has
been already reversed and he puts forward the dgaofipmmigrants around the
world that overdo the masters in terms of cultéi@. him, West Indians, Pakistanis
and many other immigrants in Britain have becomeirgegrated part of the
coloniser’s country and the white men “can’t shétikem off” (Walcott,Pantomime
137). As it will be analysed in Chapter Il in a raatetailed way, West Indians that
have migrated to the mother land after World Waardl now the most familiar ones
to the British culture and language. They are &itin that sense and to recognise
them is possible only through their colour. ThetiBn cannot disregard or exclude
them.

The conflict between the white and black repredamis and the changed order in
their relations are also reflected in their pantomi Through the reconstruction of
the colonial text by the playwright, literatureressersed and acted again by the black
explorer instead of Robinson or Harry though theetaattempts to rewrite it at the

beginning. Although there have appeared a numbeewfitings of Daniel Defoe’s

Robinson Crusoe since the time it was written, Walcott’'s versiamlike those
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others, “alters the genre of the original text ag of its major counter-discursive
strategies” (Gilbert and Tompkins 36). In the pamtoe of the characters, Jackson
takes Robinson’s civilising table, turns it upsidewn as if reversing the colonial
order, and uses it for rowing. The role of the aim not given to a black man but
to white Harry by black Jackson. Jackson wants Harplay a sea bird and then a
goat out of which he will make his parasol and kitwever, Harry does not like the
way Jackson’s oral script of black Robinson goeshendoes not accept the animal
roles and the way Jackson gets shipwrecked whilengp Jackson, who challenges
one more piece of colonial grand narratives, saysif | am supposed to play
Robinson Crusoe my way, then | will choose the waywhich | will get
shipwrecked” (WalcottPantomime 139). Furthermore, he believes that he can play
any explorer or any discoverer in his own way aadshthe one who can “draw the
line” to these representations (140). Even thouglrHwants to stop the pantomime
as it gets “too humiliating”, Jackson does not wanteave his work in the middle
and goes on by turning the table back to its upqgisition to use it as a hut (140).
The reason for Jackson’s insistence on continwsnipat for him, it is the white
man who has built up the black man with the claseicthe West and again it is the
white man who has given independence. Hence, Jadia® the right to exploit this
classical literature in his own way and make usthefindependence while the white
man does not have the right to leave the play “wiies black men] start getting as
good as [Western classics]” (Walcd@antomime 140). Moreover, he questions the
white mentality in the face of outperforming blacien: “[the white Harry] cannot
believe: one: [black Jackson] can act, and twot #rey black man should play

Robinson Crusoe” (140). First of all, the black rsdiacting is ultimately a means to

52



power” on its own let alone play Robinson (Gilbartd Tompkins 38). Moreover,

Jackson is able to play the part that Harry givies jast as the black people have
played the parts that “the history of imperialistnads assigned them (Walcott,
Pantomime 140). However, the roles given to the black insthéwo stories are

different and the white man experiences the hisabriole of the black. That is why

it is hard for Harry to maintain the pantomime. tHmks that if they stage this panto,
people will start to think about and question tbéonial roles just as he himself does
by being put in the position of the subaltern gteigh of his power.

Harry, in the place of Fridays come to realise ¢baditions in which the black
people were pushed into when they were forcedrgefaabout and assume wrong all
the things they own, culture, language, and goligiva. Hence, he wants the story
they are representing in the pantomime to be stbppd asks Jackson to change the
scene to its previous state “just before everytisiagted” (WalcottPantomime 141).
Nevertheless, if the pantomime is a representatfocolonial history, “that is not
history[, t]hat is not the world”, to clean up thistorical scene of its colonial stains
is not that simple and it is too late to reverdee“history of the British Empire”
(141).

It is observed both in characters’ lives and inghatomime that the black people
have done as good as the white masters in ternegvibation but now the latter
ones want them to go back to their previous statesdaves since they want to be the
transcendental masters. It is conveyed to the reastdine end of Act | that Fridays
have been educated not for the aim of rising thethé state of Robinsoes. Walcott
describes these Fridays in “What the Twilight Sags™slaves who by divine right

could never be kings, because by claiming kingsihgy abrogated the law of God”
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(12). However, this view of the white men is chafjed by Jackson, who says
“[nNJow that... is MY order...” (Walcott,Pantomime 142). These words can be
interpreted in two ways. One is that black man &assponsible character and he
does not mind to comply with the order given to land he starts to clean the place
of the pantomime. He wants to get the place ofathie man but at the same time to
remain in his own place. He is in a way like oneéhaf masses that Fanon refers to as
the ones who seek for decolonisation in the forrfpofver struggle” The Wretched

of the Earth 23). For Fanon, what such people “demand is netdtiatus of the
colonist, but his place” (23). The other point imedl with the ‘order’ that comes to
meaning of ‘time’ is that this is the time when thlack man has the right to say and
act against colonialism. In this way, he foreshaslthre events in Act Il of which he
will hold the direction and by the help of whictettension that has risen to its peak
at the end of Act | will be relieved.

The last but not the least point about Act | i thaeflects the effect of colonial
and postcolonial periods in Walcott’s art apartvrtheir impact on the moods of the
characters. Together with Harry’s song explainedvabwith its emphasis on his
inward loneliness, the lines that are given to dacnkgive a number of hints about his
inner world. Walcott makes use of poetic form is lplays in order to allow the
characters to reveal their suppressed feeling®ascpoutbursts. For example, after
Jackson recites the story of Robinson and Friddyhasfirst example of slavery”, he
does not hesitate to say “... one day things bourgbtmm reverse, /With Crusoe the
slave and Friday the boss” (Walcdtgntomime 138).

Walcott's literary character is torn between, rath@urished well by classic

literature, hall music, European language on omel lzend on the other hand, carnival
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tradition, oral literature, Calypso, West Indiaaldcts and Creoles. As a result, as he
himself points out, he has grown up a world for $&th in which there rule “two
lives: the interior life of poetry, the outwarddifof action and dialect” (“What the
Twilight Says” 4). The interior body is free of thhite men’s otherings as it does
not have a colour and that is why Jackson can IsatyRriday will be the master.
Also, it is the place where the black man can in&sropean influences as much as
he wishes and he can voice his inner poetry withibatfear of his dialect being
heard. On the other hand, the outer world is detedhby the black man’s outer
properties, “his voice, colour, and body” (16). 3t regards them as the assumed
handicaps before the black man’s theatre becaubeir] bodies think in one
language and move in another” (27). Although treeblactors’ inner voice speaks in
a free and comfortable manner, their “tongue stesitdn words that have less
immediacy than [their] dialect” and their bodies anable to do “certain ‘inflexible’
classic gestures” (23). To adapt body and tongueplay before the audience going
beyond the colour and race is more difficult thaugive voice to inner thoughts.

One more artistic tool that Walcott employs in orde throw light upon the
characters’ other and more real sides is, “rolgiptawithin the role”, one of the
topics on which Richard Hornby elaborates his arguimabout varieties of the
metadramatic. In this technique, characters opthg get a role in another theatrical
scene within the play. According to Hornby, theesobiven to the characters in the
role play are much closer to their own tendencres &hat is not said about them is
conveyed to the audience with these roles. Moredhes technique provides both
the characters and the audience to enter “a kifdbafratory, in which social roles

[and identity] can be examined vicariously” (71).Rantomime, Jackson and Harry
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shift their master and servant roles a numberroési during the time they want to
prepare the panto for the tourists and this shiwas they do not know which part
they can play as they are caught in the hybrid espalso, Jackson wants to take the
role of the master while Harry finds himself in tpesition of the servant. During
their conversations, the roles given to them bygbeer owners are questioned as
they have changed their places and it has becosierda estimate the state of the

other.

1.2. ACT TWO: POSTCOLONIAL CARIBBEAN AWAY FROM

COLONIAL TIMES

1.2.1. Setting of the Noon after Colonial Morning ad Challenged
Language

The second act of the pldBantomime is set at noon as a continuation of the
morning in Act I. As a result of the hot weathidgrry is seen with his unbuttoned
shirt when Jackson appears shirtless. The whiteseptative is reading and resting
on a deck chair, which is a passive state givimgitipression of a coloniser tired of
three hundred years’ civilising activities in favage lands. On the other hand, the
black one is working on the deck with his hammat e sounds of this hammer, as
well as his active manner, disturb the white mame Black man, under the hot and
gloomy sun, challenges the white man by remindiing that he is the indigeneous

one who is used to such a kind of weather and thhaéswhite man who is the alien

56



and the guest. These hammer sounds also informadlgnce of the coming
challenges in this act from the black side.

While Harry is excited to stage a pantomime with thieatre memories in his
mind in Act |, it is Jackson in Act Il whose memasyfull with the unsatisfactory
pantomime attempts of the morning and who wantsytd again. The black man is
again mimicking the tactic of the white man, trgthe tries to act the past again for
the present purposes by using this past as jutdit. Jackson intermittently implies
that Harry was unsuccessful in his attempt to e on the same stage two
traditions, “‘classical acting, Creole acting’™ (\¢att, Pantomime 142). He aims to
attract Harry’s attention and pull him into the fanime again just as Harry does in
Act | with music and dance. However, the mastevesizlations in the latter become
“man to man” in the former (143).

Walcott makes use of black and white representtivereflect the double and
hybrid nature of his own art. Harry and Jackson @ugbthis nature with their
background properties, “[o]ld-time calypso, oldHmsed music hall” (Walcott,
Pantomime 144). Moreover, it is also possible to withessgtate of the postcolonial
Caribbean islands after the colonial period whishin between: on one side
Caribbean calypso, carnival when the hall musicséf@ theatre on the other side
and both under the effect of colonial times aseéd in Act | and in an attempt to
preserve their distinct experience and characteeféected in Act Il. The noon time
that is unbearable after the warm morning and theorsd phase of the post-
independence as represented in Act Il will be as®alyin this part of the chapter.

Employing all the possible ways, Jackson distracts disturbs the white man in

order to take him into the pantomime, to finish Wwisrk, to complete the necessities
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of independence. Apart from the hammer, Jacksoremtie sounds of a sea gull but
a black one and he also recites the same linessohAct I. These lines that go as
such “... one day things bound to go in reverse/ Withsoe the slave and Friday the
boss” explain what he aims to execute in this netw(@alcott, Pantomime 142).
Also, one of the promises of his in Act | will beatised and it is Jackson’s ‘order’ to
call the white man “boy” in many cases as he séeswhite man child-like,
immature, and in need of education.

Moreover, Jackson’s attack is against the nameridai and he changes it into
Thursday in Act I. However, in Act I, it is dirdgtagainst the name of the master.
He calls him in a number of different ways with newmbinations and by
deconstructing the transcendency of the white nafivis Robinson ... Mr. Trewe,
sirl Cru-soe, Trewe-so! (Faster) Crosoe-Trusoe, ifdam Trewe-so” (Walcott,
Pantomime 143). Jackson is playing not only with the esti#d white names of
literature but also with the ‘Standard’ naturelod English language. Walcott asserts
that “the language of exegesis is English”, itusdened by different cultures, and it
is possible for these cultures to manipulate andlennanges and inventions for it
(“What the Twilight Says” 27).

Likewise, George Lamming challenges the white ca@duEnglish language and
says that it is “no longer the exclusive languafj¢ghe men who live in England[,
tlhat stopped a long time ago...” (15). In anotheeraglary scene, Jackson calls it
“Anglo-Saxon English” keeping it separate from t@eeole English (Walcott,
Pantomime 145). While he is reading the script that Harrg haitten, he finds out a
spelling mistake. Although he has certain knowledfe¢he English language, he

asks whether it is a word specific to Anglo-Saxamglish. The fact that a black man
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shows a white man his mistake in white languageatds that the white man is no
longer the only possessor of the English langu&galcott claims that the black
men’s use of English can be explained not as “amaxge of influences” or a kind
of “imitation” but as “the tidal advance of the magolitan language, of its empire”
(“The Muse of History” 51).

In addition, the degeneration that Jackson causé&nglish is not limited to its
written form since it takes place in pronunciat@as well. Although it is observed
throughout the two acts, it is voiced by Harry inotAl who says to Jackson “[y]Jou
mispronounce words on purpose, don’t you Jacks@Walcott, Pantomime 144). He
considers this situation a matter of “a smile wnfrand a dagger behind [Jackson’s]
back”, in other words, he is aware of the decowrsivn which Jackson aims. In
another dialogue of theirs, they discuss the promtion of a word “mariner”:

JACKSON: ... that is ‘The Rime of the Ancient MarihgiHe pronounces it

‘Marina’.)

HARRY: Mariner.

JACKSON: Marina.

HARRY: Mariner.

JACKSON: ‘The Rime of the Ancient Marina’. So | teat in Fourth Standard.

HARRY: It's your country, mate.

JACKSON: Is your language, pardner. (150)
The topic of their conversation is one of the cacainvorks of English literature and
this common literary knowledge affirms one more dirthe colonial education,
cultural interaction, and once colonised man’s kieolge of English literature as
well as language. The differences in pronunciasbow the Caribbeans’ addition
their own distinctive properties to what is learrfemin the colonial men. The black

and white representatives in the play are the tamstituents of one whole, “the

halves of a fruit seamed by its own bitter juicéTHe Muse of History” 64),
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Walcott's two ancestors who call each other as émand ‘pardner’ in their own
way. They have contributed to the translationaharand as a result, both of them
experience the hybridity in language and life. e language of the white man, the
black man has brought his background and achidwvegddstcolonial result.

If the issue of pronunciation is taken into coneadien from a different point of
view, it has another dimension apart from the agpteich deconstruction. It bears the
trace of cultural expression. As it is also mergin the argument about the poetic
language used by the playwright, the tongue ofttest Indians cannot speak as well
as it can write. Walcott, who is in the same sitratwith his Caribbean tongue,
blames the landscape and history and claims tdight’ in every sense, language,
literature, acting, writing, speaking and many otfields of life “had set [him]
apart” and different from the English counterpdfi&/hat the Twilight Says” 28).
The distinctive pronunciation of the Caribbean naso throws light upon the
English language usage in the Caribbean land.

Kenneth Ramchand, in his workhe West Indian Novel and Its Background,
dwells upon this issue. He says that there areomger separate languages as
Standard English or Creole English but it is pdsstb mention a scale in between
them. According to his researches, Creole is gdgespoken in far places of the
Caribbean and by unschooled people. He definesymdareole as the ZDcent
version of Creole used at the times of slaveryroleoto get into contact with the
masters and the slaves brought from different pentis. He says that dialects
developed later after Creole when the Western popmducation started towards the
end of the 18 century. Ramchand draws attention to a remarkiaisieabout these

Creoles and dialects that throughout their deveklgmas the time goes, African
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elements decrease while English ones increase. Wowihis situation is affected by
education and life standards as well and there aappenumber of dialects and
standards, that is, it is possible to speak abowitiplication of ... stages or degrees
of Englishness” in accordance with time, place, stadus in which they are spoken
(91). Jackson’s Fourth Standard must be one oéthaseties.

In the face of such a black man who can expressekistance in different ways,
the white man represented by the playwright issalldsioned character in the once
colonised land. It is no longer the black peopleahne disillusioned as they have a
Creole culture and they can get adapted to theawawitions as a result of colonial
and diaspora experiences in different parts ofwitbdd. Nonetheless, it is now the
white people who come to the once savage landgikesl érom the civilised world.
Harry is the representative of this new aspecthef white men. He explains the
plight he is in as follows,

[a]t the beginning it's fine; there’s the sea, t@m trees, monarch of all |
survey and so on, all that postcard stuff[ a]nahtingust becomes another back
yard[,] ... [tjhe horror and stillness of the hedte tshining, godforsaken sea,
the bored and boring clouds|.] (Walcd®gntomime 143)
It is very much like the complaining of the blaclemof the rainy weather in Britain.
The frustration in terms of life conditions is owé the greatest problems that
colonialism has brought about. Other than the niiysufferings of the black men in
the mother country, what those lines remind is dvican slaves were brought to
work in newly discovered world. The colonisers @megal advertisements that
represented the New World in order to attract tlaekopeople. Besides, when those

far lands were colonised, with similar advertisetmgethe white men were drawn to

the colonised lands to shoulder the duty of ciwitis As it is reflected in one of the
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colonial narrativesHeart of Darkness, these white men are generally adventure
loving and fond of exploration. Harry is similar s ancestors though he is there as
a result of his escape from the civilised world again for the aim of governing the
black people. That is why he wants so much toesthg pantomime in which he
does not accept to be ruled by the black explorer.

One more common point the present white man hdsthwt previous black image
is the fact that he is homeless. When Jackson stgy$en to go back home if he
cannot live there, he says that he does not hayleodly or anything to go back to,
unlike Robinson, as he has lost his wife and sterdfore, his home is “neither here
nor there now” (WalcottPantomime 143). He justifies his stay by asserting that he
has given up the theatre in order to work the hatel he has to do his work as a
responsible man. His expression of himself withvak is very similar to that of
Jackson in Act | who wants to finish the work hes tsdarted. The white man is
copying the work ethics of the black man and irs thhey one more reversal of the
assumptions takes place.

Harry feels the same sense of unbelongingnesshengduilty conscience like the
black men in coloniser's country. He is aware & fact that “[he] wouldn’t have
any right here” (WalcottPantomime 143). White man is placed in the black shoes
for one more deconstruction of the roles. Nonessléor Jackson, there is another
reason for Harry's feeling of alienation and lonebs. He believes that “[Harry]
ain’t no parrot to repeat opinion” and also it ismsner and Harry’s white
companions go back home as the islands are to¢l48). That is, he is no longer
flattered, admired, or mimicked, in other words,does not have any shadow and at

the same time he has no white companion to sugpertand their rights on that
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land. This microcosmic state of the white man aéqesents the defeated coloniser
in macrocosmic sense who is no longer the ‘monaaeh’its own. The state of
England in the world arena is very much like tlisdly white man without shadows.
She has given independence to the ex-colonies hadi&s not enjoy the previous
dominance supported by the black followers. Theai€®rimonarch is no longer the
only power over the colonies around the world.

Facing this new world order in which white and ldl@abaracters no longer inhabit
the previously assumed places, Jackson believebdtiatheir pantomime and a life
conduct in general should be re-played and direloted black man. The white man
who is not able to adapt to the conditions on shend should be creolised according
to Jackson the Caribbean. It will be the “[s]anie[]id]ifferent man [but t]hat stiff
upper lip goin’ have to quiver a little” (Walco®antomime 144). In other words, the
white man should give up the ‘innate’ nobility anthsterhood for survival in the
new world. This suggestion of Jackson’s is actutleyway that Robinson follows in
order to maintain his life. On the other hand, kasrdevoid of the properties that
Robinson has and he is in need of Jackson’s help.

Jackson draws attention to the differences betwhese two white men, two
Robinsons. First, Robinson in Harry’s script theflects Harry himself cannot see
through the reality. For example, he ignores thatgaround him and assumes
himself alone but these goats can be very usefil ttomake use of their flesh and
skin and not to feel that lonely. As a consequerigge is not a practical man
shipwrecked” and so he cannot be a Robinson whefiigrirom all the things he
sees on the island (WalcoRantomime 146). He could not adapt himself to the new

conditions but Robinson could. That is why Jackdeels comfortable to call
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Robinson “the First True Creole” unlike the whitamHarry unable to get creolised
with his ‘stiff upper lip’ (146). Second, Harry’sdRinson is in a desperate situation
and complaining about the new land whereas RobitisanJackson knows is very
hopeful to be saved as “he has faith” (146).

As John Thieme indicates, Harry’s Robinson is “aor@l isolate” while
Jackson’s is “pragmatic Creole” (129). By constingt two oppositional
perspectives to Robinson, the playwright “refasfspriclassical’ archetypes” in
order to defy “the crude binarism of coloniser-coted, European-‘Other’
dichotomies” (Thieme 129). Accordingly, the blackaimmbecomes more Robinson
than the white man as Harry says “[yJou are theisiibn[,] | am the cannibal”
confessing that not only the social and literaryt hiso the religious roles are
reversed (WalcotRantomime 146). It is not Harry but Jackson who has managed
survive through all the diasporic and colonial eigreces in different places of the
world and with the loss of lineage, culture, langgiaand history. Again it is Jackson
who has hoped to be saved from this situation @yeathd establish his own distinct
identity. Jackson is more like Robinson now that phesent time is the black man’s

‘order’.

1.2.2. Clash of Characters and Props throughout Diérent Scenes

Act Il witnesses the climactic crises between the tharacters in which their
historical and present positions, identities, anlés are questioned, clashed, and at
last compromised in the hybrid and translationatcel For this aim, Walcott makes
use of the perspective that he ascribes to the Wenld poets in “The Muse of

History”. Accordingly, he “neither explains nor fpves history[,] ... refuses to
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recognise it as a creative and culpable force”.(3Apugh he makes use of it and
believes the necessity to give voice to “the usfieid phrases of a dead speech”, he
rejects its power that chains people to itself amakes the characters to live in
between the past and present (44). In the playpligglets different for the masters
and the servants, violence practised on the pandtviolent tools like hammer and
ice pick, and representation of a white woman leyidlack using her photograph as a
mask are the three cases to be dealt with in this gbout the ongoing of the
characters’ relations to each other.

In the discussion about the setting and languagleeoplay, it is indicated that the
time is contemporary and the play recounts the éaipgs that take place after the
independence gained. Through these technical tdwdsplaywright aims to throw
light upon the changes that occur in the rolesdhatascribed to the characters in the
society. Although it is observed that the colomiainaster and the colonised servant
are not as they were in colonial times, some ceasumptions are still kept. For
example, when Jackson asks for permission to ¢joetdoilet, Harry also wants to go
with him and there goes such a dialogue:

JACKSON: Monkey see, monkey do.
HARRY: You're the bloody ape, mate. You people joatne down from the
trees. (WalcottPantomime 146)

Naming is no longer from one part and the binaalesbeing balanced. Again in
the context of this toilet issue, white and blackmexchange complains about each
other’s dirtiness as their understanding of clegns very different. For Jackson,
white men “either don’t flush [the toilet] ... or juwipe [their hands] fast or not at

all”, which is a fact he learned when he was aioatim attendant at Hilton (Walcott,
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Pantomime 147). On the other hand, Harry does not say amgtto deny it but his
‘clean’ side is again declared by Jackson. WhemyHaffers Jackson to use his own
toilet rather than going to that of servants, Jaonksecides to tease him and asks the
white man in a way ‘are you sure?’. He describesttilet of the master in which
there are valuable and expensive things and “endieael” and implies that as a
black man he can use the toilet but not the thimgs(147).

It is just like the fact that the black man hasrbeeought to work on the island
but not to manage the civilised institutions buwift it even though they have been
given independence and the land has become thesepsion and this implication is
given in the play:

JACKSON: | mean equality is equality and art is, &fr. Harry, but to use
those clean, rough Cannon towels... You mustn’t riiréhgs, people have to
slide into independence. They gve these islandep@adence so fast that
people still ain’t recover from the shock, so tipéysing and wiping their hands
indiscriminately. ... [Y]ou go to your place, andl o to mine, and let's keep
things that way until | can feel | can use your étswvithout a profound sense
of gratitude and you could, if you wanted, a litd¢er maybe, walk round the
guest house in the dark, ..., without feeling degia@dad we can then respect
each other as artists. (Walcdgntomime 147)
As indicated in Jackson’s challenging utterancéthee of the parts has got used to
the ‘independence’. Also, if independence is givest,achieved by the people of the
once colonised land and if they are not prepareditfowith any intellectual
background education, decolonisation cannot beseghin full sense and in all the
layers of the society. When Fanon refers to theggte of the colonised people for
decolonisation, he draws attention to the threat the white man can make use of

any opportunity to re-start colonialism. For theaenisation and independence to

be gained completely, he believes that “politicdb&ation of the masses is ... an
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historical necessity’The Wretched of the Earth 88). As for the white man in this

toilet scene, Jackson reminds him of his beingxde eot a host. Harry believes that
Jackson “ha[s] manipulated [the toilet issue indvig] way” and he does realise but
not want to accept that the black people are avedré¢heir rights as well as

responsibilities (147).

Another important scene where characters shiftr theles intermittently is
Jackson'’s appearance with the tools of the white aral Harry’'s attempt to use the
revenge tool of the black man, ice pick. Followthg arguments on ‘toilet’ through
which racial differences and the present conditiohghe races in question are
brought forward, Harry plays with the table andspititon its back, then into upright
position, that is, he is mimicking Jackson, who tlase the same movements in Act
I. Moreover, he finds an ice pick and puts it somere to use later. Meanwhile,
there comes to his mind Jackson’s words when hec@unting the event in which he
has wounded an Indian boy’s hand because he has fomadf ‘niggers’.

In both of the cases, Harry is about to enter afaaidentity. In the first case, he
iIs mimicking a black man as he wants to be so adiégto new and hard situations
like Jackson, who shows with those movements tiexetis no one way of using a
table although it is a white man who has introdutetltable itself to Friday. In the
second one and in the other scenes where he wvellthis ice pick, it will be
understood that he wants to be violent if necesgapyotect his identity and to take
revenge on the things and people he could not gthieng in the past. If Fanon’s
ideas are used to consider a coloniser’s situationisery, he suggests that “violence
is a cleansing force], iJt rids the colonized ogithinferiority complex, of their

passive and despairing attitude[, ijt emboldensmthe@nd restores their self-
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confidence” The Wretched of the Earth 51). In addition, Harry in a way attempts to
reverse that disturbing past which he has triecktonstruct in Act I. It is no longer

the black people who have a past like “one wastetdmonachievement” (Ngugi 3)

before colonialism but white men who have sacrdfitieeir pasts to colonial idea of
‘civilisation’.

Likewise, Jackson feels the pain that the colop&dt has caused and this time it
is he who imitates the white master. Both the dattara keep themselves away from
playing the roles and using the tools that arescandentally attributed to their races.
Jackson indicates this contemporary situation iaeetfwords “[d]em days gone”, the
colonial days when certain tools and roles belangdrtain characters are now far
away temporally (WalcottPantomime 148). Jackson takes his place on the stage
after the toilet with umbrella opened, hat on headh and the hammer “stuck in the
waistband of his rolled-up trousers” (148). Whilarky has Jackson’s ice pick,
Jackson has Harry’s hammer. Further, when Harnglasning to use this tool in
order to reverse the past by taking revenge omiéntly, Jackson has already taken
his revenge with the hammer on the past that ldemsed. He has killed the parrot
the life of which dates back to the pre-coloniahdés. He explains how it has
happened as such “[m]e na strangle him, bwanaf) blioke from prejudice” (148).
For Jackson, white men killed the pre-colonial titgras a result of their prejudice
towards this pre-colonial history as it is indich@bove considering it a ‘wasteland’
and towards the culture and language at those tiiiege men have already cut the
blacks’ connection with that period. Now the blankn has got rid of it completely

and there is no past but present, the time to deetiung for the future.
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Other than this historical implication, this casastints in terms of linguistic
issues as well. The black man is developing a néentity and Creole is an
important part of it. As they could not undo thdocal past or deny its traces, they
prefer to carry them to present time with the addibf their own cultural dynamics.
Similarly, Harry evaluates this event in two ways:

HARRY:: You people create nothing. You imitate evbiyg. It's all been done
before, you see Jackson. The parrot. Think thaifeething? It's fromThe
Seagull by. It's fromMiss Julie. You can’t ever be original, boy. ... Is that one
of your African sacrifices, eh? (WalcoRantomime 148)
On one hand, he blames Jackson for imitating théewhen’s storiesThe Seagull is
by Anton Chekhov aniliss Julie is by August Strindberg. In both of these plays,
there is a scene in which a bird is killed, by dimagpin the former and by cutting the
head off in the latter. On the other hand, he thitiat it might be a kind of African
tradition. His thoughts operate in a hybrid waytjas Jackson is on the way of
hybridity by killing the pre-colonial language andreolising the coloniser’s
language. As a consequence, both the charactemstcamive their conflicts with/in
the past and it is impossible for them to undo thast. Hence, they are caught in
between colonial past and postcolonial presenttheg are in between maintaining
and challenging the roles given to their commusitie

In Act I, the characters are continuously chandgRadpinson and Friday roles and
in Act Il they shift the master and slave rolegntities, and experiences without the
disguise of Robinson and Friday. According to Jdhimeme, this is because of
Walcott's style which aims not to reverse the rotmsmpletely but allow the
characters to live in hybrid spaces and with numenossible identities away from

the fixed ones so “he has them play out an extemepértory of variations on the

69



Friday-Crusoe relationship, which problematises trexy idea of hierarchical
positioning” (126). He draws attention to the “liand “endlessly mutating” nature
of the characters that are not bound by any “esdemtentity” (127). Such a
character construction is the one of the resulalcott’'s own hybrid character as a
man of letters.

Another way that Harry and Jackson hold in ordebeopurified from the taints
and pains of the past is another kind of pantotti&t improvise during the course of
their arguments deeply into the past. When Harmggain stuck in his previous life
with the wife, Jackson first suggests not talkiragllly behind her but then comes
close to her photograph, speaks on her behalfstanrts a hot argument between the
couple. In a way, he allows Harry to go back todvisy past not the colonial one this
time and to consider, to question the happeningmagirst, Harry blames the wife
for causing their son’s death. Later, the reason thrry has come to the island
leaving the theatre and homeland behind comeseteutface:

HARRY: I'll tell you what | am going to do next, IEh: you're such a
luminary, I'm going to leave you to shine by youfsém giving up this
bloody rat race and I'm going to take up Mike’s esff 'm leaving ‘the
theatuh’, which destroyed my confidence, screwednypmarriage, and made
you a star. I'm going somewhere where | can gedquisevery day and watch
the sun set, like Robinson bloody Crusoe. (Wal&athtomime 150)

The white man has come to the island not to improveivilise there but to
escape his own civilised life to which he has lustwife. In order to get rid of the
memories belonging to this past, he attempts tovidence with that ice pick on the
wife’s photograph. However Jackson takes the phafdg puts onto his face, and

plays around with Harry in order not to let him weg her face. Jackson wants him

to forgive her and so get free of the pains whiclestioning of the past causes.
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Jackson goes to the edge of the gazebo and aftew arguments again, when
Jackson with the photograph is about to fall ifte sea, Harry says that he has
forgiven her.

At the end of this climactic scene, Harry breaks grievances and confesses that
it is this unsatisfying past that has arisen in ki@ wish to play the panto. He says
that he was playing Friday and she was Robinstreeih the pantos or in life. There
might be two different implications here in thisimio As he said before, the dame is
played by a man in panto and he might be the caygrg Friday, who is represented
as feminine for years on European stages. In #sg,cwife is in the role of a man,
that is, more powerful and dominant while the husbe playing the weak Friday.
However, all these can be a kind of sarcasm alb@utdouple’s relations in real life
with more effective and successful wife and lessstarahusband, not practical
Robinson. As to the roles they take in the pantagsirthey perform in England,
Harry can be Robinson as he says that his wifewedi that the only part he can do
well is Robinson lonely on the island and his wiéa be Friday, who is played by a
woman in the late eighteenth and nineteenth cesstutielen Gilbert and Joanne
Tompkins indicate the reason for this fact as fpesent the race “invisible in favour
of the more powerful signifier of (white) gendeB6). Depending on this evidence,
these critics support the second possibility ofshifted roles.

In both the cases, Harry is in an inferior positiorhis wife and wants to get over
from this degrading state through the pantomimepla@s to stage with Jackson.
According to the first possibility, he was playiRgday with wife and he wants to be
a real master in the present one with Jackson. idotg to the second one, a more

probable one, he was always Robinson like the whae always the master but at
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home he was defeated by the overwhelming wifet,Hies hopes to take the role of
Robinson and to play with an actual Friday, Jackstowever, when the latter does
not accept it, he thinks that he can try to be &ridnd play it well like the wife.
Nevertheless, he loses on the stage again bechaseatperforming Friday.

White women were, like the blacks, categorisedaakihg human beings inferior
to the white man in colonial times: “white colonmglman at the top, white woman,
black man, and lastly black woman is the order m&sli (Erol). Moreover, as John
Thieme suggests, in his analysis Rdntomime, with the help of such “parallels
drawn between race and gender”’ especially in @8 $cene, “gender and racial
binaries ... intertwine” (125). At the end of the ylas a whole the throne of the
colonial man is usurped by black men and white wanide white man is stuck in
the heroic colonial past and in his own unpleasiéatwhich is no more colonial.
Jackson, who is aware of this state, calls him:

JACKSON: ... Crusoe must get up, he must make hinggtlfup. He have to
face a next day again. (Shouts) | tell you: man tntiue! Then, after many
years, he see this naked footprint that is the matkis salvation... (Walcott,
Pantomime 150)
There is no use in any attempt to reconstructveebr destroy the past as the present
time is ahead with new possibilities. In other wgrds “[tjhe Caribbean sensibility is
not marinated in the past, it has to “survive thedama of the past” (“The Muse of
History” 54). The naked footprint goes beyond theéuctive descriptions of savagery
and becomes the sign of white man’s salvation fthat reductionism and binarism
in second act, in the second phase of post-indepeedberiod. .

Towards the end of the play, characters turn tar th@ntomime the script of

which they are rehearsing in Act Il. While it is g who remembers well the
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meaningless words invented by Jackson in Act lgherit Jackson in Act Il who

does not forget the lines of Harry’s script. Wheackson reminds him of the lines,
Harry goes on with them and after a time he breadcstears and then to laughter.
He claims that crying and laughing have “the samend[, people] can't tell the

difference if [he] turns [his] back” (WalcotBantomime 151). It might be a sort of

symbol for the Creole acting that he aims from ¥bey beginning: with one body

giving different meanings and representing not side but the hybrid sides. At the
beginning of Act Il, Jackson refers to an actor whakes distinction between Creole
and classic acting but at the end, Jackson andyHaanage to “subvert the idea of
such an opposition by creolizing the ‘classicallChieme 129). Neither of them is the
ultimate Robinson or the ultimate Friday but theg a between. With them, the
playwright also achieves the type of theatre tleahims, ‘Creolised classic'.

As characters are living in such a hybrid spaceigeal by the playwright, they
together make fun of the possibilities for new cambons out of English words.
They creolise English expressions:

JACKSON: ... next Friday... when the tourists come...<oe1.. Crusoe go be
ready for them... Goat race...
HARRY: (laughing) Goat-roti!
JACKSON: (laughing) Gambling.
HARRY: Gambling?
JACKSON: Goat-to-pack. Every night...
HARRY: (laughing) Before they goat-to-bed!
JACKSON: (laughing) So he striding up the beacHwis little goat-ee...
HARRY: (laughing) E-goat-istical, again. (Walcd®antomime 151)
The ‘goat’s inRobinson Crusoe are not alone any more and it is the result ohgka

in the world in terms of language, literature, ahd flow of history. Harry, just

aware of this fact, thinks “[a]n angel passes thtoa house and leaves no imprint of
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his shadow on its wall[ and similarly, a] man’selithanges and he does not
understand the change” (151). The shadow of théewhan -the black man-, and the
repercussions of what he has done —Creole identigy not be realised for ages.

However, after having gone through the past withtblp of different metadramatic

constructions, the past is called to intrude irte present and then it “project[s]

forward into the future” (Glissant 64). Its effecése seen more clearly, and it
becomes more possible for the characters from tégsept to contemplate over the
past and future.

Thieme sums up this point reached at the end amohglthat Jackson and Harry
have achieved a man-to-man relationship and beemédhized by the stripping
away of former stereotypes” (129). In Act I, thaimconcern is that though the time
has changed into postcolonial period, the black mweamot take the place of the
white man. However, at the end of Act Il, it is pilide to observe that two opposing
representatives are aware of the changes in ba#¢is sind the black man can dare to
ask “Starting from Friday, Robinson, we could tél&ut a raise?” (152).

Walcott, throughout two acts, constructs and thesodstructs the colonial history
in Western history books and literary works. Whea audience is informed about
the state of the colonial times, they are also shtwe fact that history not always
flows in the same line. The play has two acts tlearesent the two sides of the
postcolonial period and two characters that tresghse domain of each other’'s
identities and that question the opposite binaseghat they can explore identity
definition in between. The English language which burdened by colonial

experience is a very significant tool that definke ambivalent nature of these
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identities and their cultures. In the play, thehtgcality employed by the playwright

is an effective means to convey the message tattience.
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CHAPTER 2

SLAVE AT HOME, MINORITY IN THE SHELTER

“Remember a shelter is a temporary place of refngedisaster. It cannot be like

home.” (gtd. in PhillipsThe Shelter 5)

INTRODUCTION

The Shelter (1984) by Caryl Phillips is a play written in poskonial tradition and
in relation to the experience of the colonisedhiaitt own lands and the uprooted
minorities in England. It covers the complex reaship between a white woman
and a white man with representations from 18th wmgnin Act | and from 20th
century in Act Il. Although it has a different sag from that ofPantomime, the
binary relation it has between a black and a wag#evell as between the two acts is
very similar to such relations Pantomime.

Caryl Phillips creates this piece of drama with @mber of questions and
concerns in his mind. As he himself explains, he the anxiety and the experience
of a black man of letters the American writer LangsHughes defined years ago:
“the negro artist works against an undertow ofrphaiticism and misunderstanding
from his own group and unintentional bribes frone thites™ (qtd. in “A Little
Luggage” 243). As Derek Walcott is trapped in betwdis own artistic identity and
the expectations from him as a writer, Phillipsceught in between the artistic
influences from the white community and the so@ajponsibility. Hence, he is more

disturbed by the comment that he is writing in tifaglition of “white man’s theatre”
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and that he employs it “knowledgedly” for the pusps of black experience of
slavery and colonialism as one of the critics iatkd in his review oftrange Fruit,
the play of his befor@he Shelter (Phillips, The Shelter 11; “A Little Luggage” 243).

If he is a part of “the white man’s theatre’ cluf@l; 243) although he does not want
to be and he believes that he is not, he is obligedrite in accordance with the
“expectation”s of that white tradition of theatiéh¢ Shelter 10).

At last, Phillips decides to write the dramaticrgtof a black man and a white
woman as represented in a postcard at the timésrofioil and welter of Britain in
the late 1970s and early 1980s” (Phillips, “A latlluggage” 243). In this postcard,
the white woman’s head is in between the hands lofiek man, which gives the
sense of “power and strength” as “a grip of ironit lat the same time becomes a
sense “infinitely gentle” as “a caress of lov@&hé Shelter 9; “A Little Luggage”
243). Accordingly, not only the playwright is intleen the “arrogant but inevitable
task” (The Shelter 10) to represent the society in which the black#ehto experience
life and the concern of representing it within timits of white theatre as “a black
writer” and as “an imitator” at the same time (IRit also the senses this postcard
gives about such a relation in English societyiarbetween so it is beneficial for
Phillips to reflect his psyche.

Phillips explains further about this couple whershgs that the man has a ring in
his third finger, he is not married or at least mother and he makes a final
conclusion indicating that neither of them is medri They are together, they
exchange confused feelings with each other but #neynot married as “inter-racial
marriage is [already] considered almost universtdlye out of the question” as a

Trinidadian cricketer Learie Constantine stated. (ot Phillips, “The Pioneers” 270).
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These conflicts experienced by the writer befording, by the blacks in the white
society, and by the whites in their relation to tilacks can also be observed as
duplicities, rather hybridities in the constructiof the acts, the characters, their

conversations, and the props used on the stafjeeiBhelter.

2.1. ACT ONE: AFRICAN HERITAGE OF THE CARIBBEAN

SLAVES

2.1.1. Setting of an Ambivalent Island and Englishanguage

The setting in Act | is in the 18th century andtbe beach of an island possibly
on the Caribbean land with palm trees, seaweedntas, daylight, the sea and the
high sun over it. This island does not have toiteated in the Caribbeans as it is not
indicated as a specific one and so it can alsanhbisland near the African continent.
The ambivalence about the state of the island @amelated to Caryl Phillips’'s
approach to the postcolonial philosophy.

In one of his essays, Phillips states that he lakent Frantz Fanon’s two
impressive book8lack Skin and White Masks and The Wretched of the Earth as his
Old Testament and New Testament when he does wet dray knowledge about
Fanon’'s Caribbean heritage as a black man born amtibque. Although the
publishers attempt to give a kind of radical raamspression about the character of
Fanon with some illustrations and writings on tlo®ks, what Phillips believes and
observes about him is that “the revolution was cutfined to tackling issues to do

with race” for Fanon because “he was arguing fan& dignity and racial origins
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were a subsidiary issue” (“The Gift” 133). In mam@ncise words, Phillips notes that
“Fanon is a humanist whose sympathies traverdeoathdaries” (133). The fact that
Phillips takes the two important books of a blaclanmas his Old and New
Testaments, one who has experienced the fiercggtésiof black freedom and who
Phillips believes has universal and revolutionasais that are inclusive of all blacks
or of all colonised people going beyond the bouiedais one of the reasons that
cause Phillips not to need a specific place forgdiay. All the islands in which a
black man falls into struggle for his identity agstia white person can be setting of a
postcolonial play as Phillips is following the idemutual “colonial” experience of
colonised from different races.

Another reason for the island’s being any one amtwegcolonised regions and
the reason for its being most probably an islanmdlmarelated to the hybrid character
of the Caribbean islands more clear than the athee colonised lands. A Caribbean
individual does not have one pure origin, his h@ndlcan be any one among the
colonised regions. As Phillips observes,

Wherever one happens to be in the Caribbean, sit t@a or more continents
and cultures have already provided the bedrock wygunh one’s identity has
been forged|, i]t is a birthright that embraces dpéar, Africa and Asia” (“The
Gift” 131).
This is the hybrid quality that characterises tle#tirsg of the play and also the
playwright. Phillips, in the continuation of thesgpressions, puts forward the idea
that the writers of the Caribbean archipelago tloate from such a migratory origin
have “the subsequent sense of displacement” amddaeds this displacement as “a
gift” like Walcott’s ‘twilight’ (131). According b him, thanks to this gift, they can

create narrative energy out of oppositions andidgessand moreover they do not
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need to restrict themselves to the “noose of rdbat Afro-American tradition is
heavily dependent upon (131). In addition, suchrigewas Phillips with an African
and/or Caribbean origin but who has lived for yaar8ritain wants to go “beyond
an Africa that becomes stereotypical after theargdiving in another culture” and
prefer to write plays “with no clearly identifiablsetting” with an attempt of
“universalization’ of setting” (King 813). That ihy Phillips prefers such a neutral
and ambivalent setting for his production as a like@n-born black man so that he
can reconstruct the black slave and black minagitperiences in general with a
universal aim.

18" century is given as the time for the play andsiagain an ambivalent time
period as it covers a hundred years. The play doesake place at a specific time
although what it represents is only one day fromrnmimg to night. The emphasis
here is on “18 century” as a whole and the experience of onerelfgys to the whole
century. To talk about the T8&entury and to use it as the setting is an asplect
Caribbean literary tradition in which history is amportant concept. Thanks to the
hybrid quality of race and culture in today’'s Céelan, “history has had to be
decolonized and therefore rewritten” (Savory 718y d is to be “counteract[ed]
seeing history solely from a white perspective’r(#i818) because it is this history
that has given birth to the complex and inferiatisacial and cultural identities.
Caryl Phillips is one of the writers who experienaecomplexity of “cultural
ancestry” and he feels “a sense of responsibilityoat as much to history as to
literature” referring to the complex history of tlaribbean world that has races and

cultures from a number of places around the woB8dvbry 725). As a direct
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consequence of this condition, he gives utmost niapce to history both in earlier
periods as in Act | and recent ones as in Act .

18th century is known as the time of slave tradeBatain. It is also called
Georgian period referring to the time between 1aid 1830 when George |, George
II, George lll, and George IV ruled. This age isadcterised by the industrial
developments that Britain initiates and at the sime some problematic issues that
She has to deal with. The Gordon riots in 1780,ugmésing against Catholicism and
against the Act of 1778; the fear of Irish migrat@and of Catholicism; the free and
slave blacks and their places in different placegational life are the issues that
concern British society in the late 1 &entury. However, here are the blacks not
regarded as an important problem as they do nat pdbreat to the British nation,
who is white and “for [these blacks] simply [repref the unwelcome backwash of
the nation’s maritime adventures in the slave tralsleother words, it is a time when
Britain only exploits the black slaves, She doegeh@oubles with other minorities,
and blacks are easy to deal with. (Phillips, “lgmaSancho” 248)

Although 18th century is given as the time when Wetkes place, there are also a
number of references to the earlier times of shagerthe past and the present of' 18
century are brought together. People in the Caablae in fact the ones uprooted
from their own land, Africa and forced to live daves in foreign lands, not to use
their own languages, and not to believe in thein@eds. Phillips draws a general
picture of slave history in his essays and for hine, adventure starts in 1493 with
Christopher Columbus’s discovery. Then, it contswwéth Thomas Warner who
“inaugurate[s] British West Indian colonisation'ta&f he lands on the Carib island in

1623 (Phillips, “St Kitts” 136). An age follows tre®lonisation in which firstly the
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British and after a year the French buy the laride@ Carib Indians and then start to
replace the indigenous people with the slaves Wrbtrgm Africa. This process is
obviously represented in the second scene wherbldek man narrates his story
which starts with the slave trade 200 years ago:

HIM: | was born near 200 years ago in a small gidlan my native Africa.

HIM: ... and your father came and set fire to the diutmy family, raped my

mother and killed my own aged father, but he didkib me for | was young

and strong. He beat me till | bled unconscious loe ground. He chained

together my hands and my legs...

Then he placed me in a large ship with others bdige and he took me to a

country where he punished me if | spoke my own lagg, to a country where

he whipped me if | worshipped my own Gods, andhiirtplace he gave me

the cold European tongue | now speak and the |@igdh white man | am now

posed to worship. (Phillipghe Shelter 27-28)
That is, the black man is denied his own land, lagg, and religion two centuries
ago. Nevertheless, there is another fact relatethaolater centuries that can be
deduced from the attitude of the white woman whsuigprised and disturbed by the
black man’s use of English and his claim on Englasitguage and land. The black
man is further denied the ownership of the landheflanguage, and of the religion
that is imposed by the English. They cannot postess own properties and also
they cannot claim any right on those of the colenis

The issue of language crops up at the very beginoirthe play as soon as the

characters start to speak, just as it doeRPantomime with Jackson’s Creole and
English. When the black man starts to speak, thglignin his mouth catches the
attention of the audience Pantomime and both the audience and the white woman

here in The Shelter. However, in the latter, the writer does not neéedmake a

distinction between Creole and English and gives litack character English
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language as his sole language since he does net drather one which he can
forget, unlike Jackson. Moreover, he does not hamg intention of creating a
language against English, using and abusing, aaristg and deconstructing it
through alternative ones. He has English as higuage and/because he regards
England as his home:

HER: You speak English?

HIM: | do. It is my only language.

[Pause]

HER: Is this your country?

HIM: Like you | was of England whose chalk-cliffddnge we may never

again set our eyes upon. (Phillipe Shelter 16)

Why the playwright does not produce a kind of dyaih language as Derek
Walcott does, stems from the fact that the two\plaghts’ experiences are different
in that the former is concerned with the Caribbegperience in England while the
latter is much concerned with the Caribbean expeeeon the Caribbean island in
postcolonial time. The Caribbean people are thy @amigrants and most of them
know English as their mother tongue and Englandhather country. Even at the
very beginning when the Caribbean people are om tgharrive in England around
1940s and 50s, they are so ready and so Britible #xpected by the British:

[tlhe very language which sat on their tongues,bifdes tucked away in their
hand luggage, the belated hand-me-down coloni@idas which draped their
shivering bodies, all bespoke a profound affiliatto the land which lay before
them. (Phillips, “The Pioneers” 264)

Accordingly, the time in Act | gains another dimemsand another blurring point
in the narrative style by bringing together pasespnt, and also future. The fact of

migration that takes place throughout the two desad the 28 century and its

consequences about belongingness to England an¢ af $uture for the slave black
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man in the 18 century. It is both felt by the black man in Acand represented by
the minority Louis in Act Il which has also refepas to the past times represented in
Act I. As is obvious, not only the times of the pl@presented on the stage but also
the times of the play constructed with two actsiareach other, blurred into each
other, have references to each other.

All in all, these dualities and this blurring styd@plied to the setting of the play
are parts of an attempt at deconstruction of theatimand consecutive sequence of
the European narrative style. In this respect, CRhllips is a part of the tradition
that he defines in his essays and that is corstitoy the “extravagant strangers”, the
writers that were born outside Britain. They “betkperiment with discontinuities of
time, and revel in the disruption of conventionarrative order” (Phillips,
“Extravagant Strangers” 292). This literary styfeptaying with the form is also one
of the qualifications of the Créolistes’ works, lascien Taylor asserts, in order to
signify how their works are productions of credlisa, “chaos — shock, mixture,
combination, alchemy”, not order or continuity &gyt represent a transition from
oral culture to a literate one (127). This is actem and a kind of deconstruction
against the continuous ideology and developed tdogy that the Western men of
letters and science apply while they constructexqptess their colonial ideas against
the East. This style of coherence and order isaax@dl by Edward Said as one of the
ways the Orientalists apply to make their narratrmre understandable, meaningful,
and acceptable.

That different ages are entwined into each othectsally possible and suitable
as they come to a common point in the matter cdgortism between the white and

the black apart from its being a deconstructiverafit. This can be evaluated within
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the term “clash of civilizations” and in accordamvi¢h the different approaches to it
by Samuel Huntington and Ali A. Mazrui. While Humgiton predicts the clash of
civilisations for the future, Mazrui asserts thia¢ ttlash of civilisations can be also
found throughout history and he classifies the phad the clashes. According to his
classification, it is possible to classify the tiperiods represented and referred in
Act I. While the slave history that starts with thevasion of the African and
American lands and the slaughter of the peoplebearegarded as “[tlhe genocidal
phase of clash of civilization”, the fact of uprimgf the Africans from their lands fall
into “[t]he enslaving phase of clash of civilizaigy in which thousands of slaves
were brought to America and the Caribbean (367¢sé&lstages are indicated as parts
of the clashes, a reality of the past, the presemd,the future of the civilisations. In
other words, these clashes are “ageless probletheammiing new cultural codes, and
the conflicts between immigrants and their new Jabétween tradition and
modernization, between generations” (King 809). sSehehases of clashes that
witness timeless problems between the colonisedtt@maoloniser are expressed in

the different phases of colonial experience reprieskinThe Shelter.

2.1.2. Staging Characters and Props

The black man wears a white shirt but he is batefbgust like Jackson, that is,
he is represented both in black and primitive cttaréstics implying his being in
between. As for the white woman, she does havessdin her but her feet are also
bare so she is in a way like Harry who takes off ¢iothes after a time during the
play. In fact, the situation in which “Him” and “iHeare placed is different from that

of Jackson and Harry as the former ones are shghedebut their appearance on the
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stage as it seems to the eyes of the audience ir$h concern to be dealt with in
technical terms.

Their names are not given; rather, they are givemradentified to imply the
colonial experience of any white woman and black nmathe 18' century. In short,
the names are not so important as much as theariexige and the representation of
this experience at that time. They can be any tharacters on condition that they
can shed light on the relationship between Iremelamuis in Act Il just like the Act |
in Pantomime, which explains the nature of the relations andciwiproduces the
reasons for the results in Act Il. Another sigrafit aspect of those names is the fact
that they are expressed in the form of object puon®Vhat the playwright aims with
this sort of usage is again in the line with hiemipts of deconstruction. He puts the
white and the black characters in the same grarsaddtrm blurring the so-called
transcendental binary opposition between them.dgssihe brings forward the idea
that the white women are in fact colonised andriafessed by western masculine
middle-class man. This idea has its roots in Risl§ world view that is based on
Fanon’'s two masterpieces and that focuses on themom experience of
colonisation.

As for their relations considering the externaleasp, the black man wants the
white woman to be shielded from the dangerous igim &nd takes off his shirt and
tries to cover her face just like Jackson’s angén Warry’s wish to be naked and his
demand from Harry to be like a Christian, not ligepagan. The aim in the
unconscious of the black characters in these tapspgk to make the white ones wear
and be covered against primitivism or the sunligihthe primitive land. Moreover,

the black characters try to serve the white withseimp Pantomime and with wood
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and shirt inThe Shelter. As a result, the master-slave relationship comlsnin the
same way at first glance but these instances wicgeare given in such a way that it
is observed that it is not the white who are hoadup receive the service but it is
the black who are represented as superior andoustas the ones who serve the
white for their survival on the “savage” lands.

As far as the personal relations of the chara@srsconcerned, it is very similar
to the one between Harry, who regards himself ipogelthe island and Jackson, who
tries to assert his existence. But here, the wiidenan is not so direct, she only
implies but the black man expresses this idea Himdeam nobody to you,”
(Phillips, The Shelter 16) and indicates that he is nobody in relatiohdgq according
to her mentality. However, she learns later thaishker only companion and like
Harry, she has to speak to him although she thimkisshe does not need to at first.
For instance, in the second scene, she is in batvegecting him as a companion and
meeting her need to speak:

HER: You have been quite some time.

[Pause. He ignores her.]

| dislike being left alone. Desertion is not mariper
i—ﬁM: Perhaps you have spoken sufficiently as it is.
HER: I am not in need of your help in the condugtirur
conversational affairs. (26-27)

Against this white pride, the playwright puts tHadk man at the same level as
the white woman so that the former will be ableliom a right on English language,
country, and wealth. The fact that he is shipwrdctagether with a white woman

and that their situation is “the matter from whiasboks are written, fortunes made”

constitutes an instance in which black and whitaratters share an experience
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which books like Defoe’&obinson Crusoe attribute only to the white shipwrecked
Crusoes (PhillipsThe Shelter 16). Accordingly, the playwright puts the blacknria
the stories of shipwrecking, of civilising, and oblonising the black man as a
participant and as an important participant whddsua hut. The honour of Robinson
to build the shelter as a sign of civilisation sutped from the hands of the white
man and given to the black one so the playwriglebdstructs the basic structure of
the colonial literary texts.

He goes on this deconstruction with the activitg aationality of the black man
like white Robinson, unlike the white woman. Hen@ only a survivor on his own
but also the one who rescues the woman by prewghtn from drowning and by
feeding her on fruit and water. He also tries tiddoa hut, a shelter, a refuge for
them “[tjo avoid death from the naked heat of the and its resultant giddiness.
And, if there be wild animals, loose on the isldtitey] must have need of some
defences to preserve [their] lives” (Phillig$e Shelter 19). Furthermore, in order to
maintain their lives, he finds fresh water and plda cook the food they have
alternately. Here, the playwright puts “the burdehtivilisation, if it is to live in a
man-made hut and of survival, on the shouldera®black man.

However, the white woman puts forward a lot of @senable solutions while the
black man is giving more reasonable suggestions.v&mnts him to build a boat and
she wants to set on voyage immediately thinking tina African mainland is not so
far away and they can go there finding out thedtimas through the stars but he is
well aware of the fact that it is afternoon. As tr@s seemingly civilised manner, she
attempts to give money to the man to build a boaher although they are not in a

place where money is used. She does not accepnhdmés suggestion to “walk
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barefoot in comfort” instead of walking in one steo®l she regards that behaviour as
one of “savage stock” (Phillipghe Shelter 20-21). The obsession of the white about
the civilised way of living as represented on swstienes makes the audience
question who the rational and active characteflsough this way, the playwright
deconstructs the transcendental superiority of whiete in reason by putting
intellectual and cultural possessions of the beskpposed to those of the white.
However proud and self-conscious the black mars tt® stand against the
masterly speeches of the white woman, she goes beriattitude towards the man
as if he were a slave. When she asks him his n#@menaming process of the
colonial idea gets clear but here its scale issoohigh as the social one in Act Il
The audience learns that the man is called by &t name, Thomas Samuels, as
the Christian colonisers take it as a responsgibtlit give civilised and Christian
names to the uncivilised and the pagan. Then, thream takes the same attitude as
her family and attempts to name the island asafehwere no other people before
them and as if she were the only person presethairisland. When the black man
utters the name that he has “already” given, slposgs this “name” considering it
“[ulncivilised” and claims that “[i]f we must passome minutes here it is only
Christians to name the island” (Phillipehe Shelter 22). For her, it is the right of the
civilised Christians to possess and to name a aad. [They can bring their ideology
while naming it when the black man is respectfuthe rights of the land itself and
believes that they should not betray these rightsesit is a part of the chain of
beings in nature. This may be indicated as a sfgblack consciousness towards

ecology and nature.
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When the black man gets exhausted by the insistehttee white woman about
his being a transcendental “slave”, he destroyshilteat the very beginning of the
second scene that he has built throughout thesieste and he draws a line between
himself and the white character because he haseddhat it is impossible to have a
relationship with a white woman. As she is whitée shas “confidence and
ignorance” at the same time, she is ignorantly idemt and confidently ignorant
(Phillips, The Shelter 26). After some references to the past and presets, he
questions the future and makes his decision ofutiiee of the world which may not
be cleaned of its racist stains and reflects, iwag, the fact of ageless “clash of
civilizations™:

HIM: I am 200 years old now, and getting older.driwvwhen you will die and
we can begin anew?
HER: Do not threaten me.
HIM: Can you learn to perceive again? Witness the@eawed-stained world?
I'—'|.IM: I hurt for whosoever it was etched the firsit tie never troubled to dress
the wound properly. And every time | renew the dieg he comes and again
he tears it off. (27-28)
For him, whatever the blacks do, it seems imposgibheal the past and to make the
future better just as it is so difficult for Jacksto turn the history back and re-
experience irPantomime. As a result, the exhaustion ends in surrendéaibore in
any reconciliation between the two races.

However, the playwright supplies this atmospherethaf play with a kind of

deconstruction again. The assertion of the whitenam about the black man’s being

a “chained” slave is deconstructed by the clainthef black man about the white

people’s being chained in their so-called civilisedrld and their being “locked in
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their whiteness” (Fanon, Introduction xiii). Here situation is very similar to
Harry’s who loses his wife and happiness to thershments of civilisation:

HIM: ...

Tell me, why could you not find yourself a matchEngland?

HER: It is not that simple. | have a position toimain.

HIM: Order and degree.

HER: You may mock but it keeps our people aboveahinal, gives us a

purpose, and it is right in God’s name.

HIM: It is you who are chained.

[Pause.]

Destined to echo the awful piety of a previous peo@hillips, The Shelter 29)
The colonisers are themselves kept as prisoneteebghain of their own mentality
which is obsessed with certain assumptions abautdtonised. For them, the state
of the human being can fall down to the level &f #mimals or it can be risen up to
that of the spirituals. The only concern of the &sgance man is to get to the state
of the spirituals and so to do beneficial thingslite an ordered life, and to avoid
sins and primitivism. (Umung) This is the differenaf the white from the black that
the woman wants to accentuate, demeaning the afikmalife of the black and
superiorising the white life.

The tension in the dialogues between the charatztkes a different form with the
tool, knife in the two scenes of Act I. In the fiscene, it is a means which the black
man uses to build his hut and cut little piecesvobd. However, at the end of this
scene, the woman attempts to use it against the andnthen their conversation
comes to an end, the black man turns his back yapproach by the woman, and
decides to destroy the shelter he has made throtigta I. It is clearly seen that a

knife can be used to build shelters as well astaxl The playwright, here, bestows

the ability to use the knife productively on a lBlacan while he represents the white
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woman destructive. In the second scene, the kmilesganother function other than
cutting wood. The man uses it to have fire by sigkit towards a piece of stone.
This may be a sign showing the future possibilityexonciliation between the two
characters, any new kind of relationship just like new function of the knife to
create fire. As it is expected, in the second scérewoman does not want to get the
knife or even if she takes, she gives it back aigiothe man leaves it accidentally. It
is after this approach by her that they take thst §tep to have dialogues because it
is observed that any relationship is difficult wsdeshe leaves the knife, in more
concrete words, if she does not leave behind picgudnd accept that the black
people have things to say.

The fact that the woman starts to sing towardsethe of the second scene is
actually another step that the woman takes foralthe conversation in order “to
keep herself company” (Phillipdhe Shelter 31). This is the same solution that
Harry employs inrPantomime at the beginning of the play when he thinks traish
alone on that island. Ifhe Shelter, it is not only her giving up resistance and knife
against the black man’s companionship but alsostaite of hers singing, listening to
the sea, and in a way expressing her need to talk semebody that causes a
dialogue between them. As for the response by ldek bman, it has the hint that the
crucial condition for communication is to know heavisten:

HER: Did you choose to speak?
HIM: Only if you were listening, lady. Only if yochoose to listen. (32)

Moreover, what she sings is a part of the hymnsutatie life and sufferings of
Jesus Christ. The white men make an effort to @s®othemselves with Him as the

“Saviours” sent to the wild and savage lands eveugh they are in danger of any
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possible attacks by the people living in these $arfVhite men’s burden” with a
very strong reference to the Saviour Christ is essged in the songs sung by the
white character. However, “[a]ll forms of exploitat are alike[ and t]hey all seek to
justify their existence by citing more biblical dee” (Fanon,Black Skin, White
Masks 69). In these statements, Fanon brings down flwenpedestal the so-called
sublime purposes of the colonial men by reducingmho “exploitation”. Again
according to Mazrui's explanation, these explomasi that take place in different
time periods belong to the same idea of “clashiwfizations”. The reality of this
clash is not only of the past but also of the pneaed the future.

Apart from the white men’s dependence upon blackvggoand sources in
exploitation as opposed to their being the Savama the civilising power, their need
for the other part of the world, to learn to livettwthe black men and to converse
with “a man” in a different colour from their owmes are indicated in the second
acts of the two plays strongly enough to deconstsuch examples of superiority

complex in the first acts of the two playg@antomime andThe Shelter.

2.2. ACT TWO: THE BRITISH EXPERIENCE OF THE

CARIBBEAN MINORITIES

2.2.1. Setting of England, Language, and Belongingas

The security on the island of the “savage” peotile,sunny weather, the wild but
natural landscape with the sea, and the black ntemisvable to claim right on that

land in Act | is disturbed by the gloomy atmospharal insecurity in “a grimy
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Landbroke Grove pub”, the evening air, cold weatherdanuary, and the tired
working class black man who lives as a minorityLondon, which is not his home
with a mind and heart more loaded with oppressiod #the memory of slavery
(Phillips, The Shelter 35).

London has a significant place in the lives of @aribbean as it is one of the
three cities, Liverpool, Bristol, and London whiate used as ports for slave ships of
18" century, where the immigrants of 2@entury land, and where today have
significant West Indian populations as Phillips aBkhine Savory state in their
articles. As for the time, while the first phasecofonisation in the 8century, the
problems and conflicts on an individual level, atm colonial ideology in its
primary form claiming a civilised future are revtei in Act I; the last phase of
colonisation experienced in the land of the Engiisi21" century, the problems
people have to face in a foreign land where they aalled in order to provide
workforce for the mother country, the conflicts yhieave on a social level, the
identity and life they are forced to experience biatween” the two cultures are
reflected in Act II.

However, the setting is not so in a clear-cut freaseboth time and place have
intrusions into some other ones again for the dideaonstructing and disturbing the
smooth, clear, and continuous narrative style ef WWestern writers. As to time,
Louis embodies on his own three generations of2ebbean minority that lives in
Britain. First, Louis lives in 1950s according tettime indicated by the play so he
is a representative of the first arrivals of theillaean minorities after the WWII.
The first unloading of the migrants is that of 48@maicans in 1948 at Tilbury,

which is known asSS Empire Windrush. Between the years of 1948-1958 and
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between 1959 and 1962, 125.000 people came toirBffitam Caribbean in each

time period, that is, 250.000 in total. It is aedir result of Britain’s being in

desperate need of a labour force for reconstructftar the war. Other than the aim
of helping the mother country, the Caribbean peapime with a lot of hopes and
aims such as to find a good job, to have a morésad life, to provide their children

with a better education.

However, they are not welcomed by the British; &nthas come out to be a
different place from the one in their dreams. Fitisey are discriminated against in
social and cultural matters as they are the outsided away from the “civilised”
culture of the British. Second, as a further pdingy belong to the working class as
they are Caribbeans called to work and race is asetihe determinant of class in
Britain. Moreover, they are “alien” not only in aglon to the middle class but also to
the working class British men because they are hattking class and black so a
two-fold discrimination is applied to them. Tarigphbod and Michael Elridge dwell
upon these issues and explain the reason why satieeideterminant of class in
Britain in somehow different but originally closermns. For Modood, “different
compositions of pre-migration class origins and cadional profiles” (58) and for
Elridge the basic reasons for coming to the motwintry are the determining
factors of the classes the immigrants inhabit itaBr. The reason for the existence
of the Caribbeans is to serve the mother countdythis is the fact that makes them
part of the working class and that separates tlmem the Asian and other non-white
minorities or immigrants.

Around 1960s, Britain’s losing her effect as a wagpower, the notion of mass

culture in the USA that surrounds the whole wordde$y including Britain, and the
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flood of migrations from the ex-colonies resultBnitain’s anxiety about her pure
white nation and series of legislations by the Tgoyernment that cause the number
of immigrants decrease gradually. The Tory MP En&dwell is regarded “the
paterfamilias of modern British racism” by Phillipad he has established a model of
his own for Britain that attempts to bring “intelteal respectability” to British
nationalism (Phillips, “The Pioneers” 273). Powellattempts to exclude the
Caribbean people from the national scene causBritish to remember that they are
the grandchildren of an empire and their natiodahtity is racially constructed. So
Britishness is defined around the 1960s with thecepts of racial origin and of
belonging to empirical history and so of ethnicity.

Why the English are so disturbed by the attemptthefother ethnic and racial
groups to claim British identity can be explainedwo ways. First, this is a situation
that is not consonant with the empirical and histdrcontinuity in the British
character. Edward Said, depending on numerous @lignworks, brings forth the
idea of historical continuity in Western philosophy general. He says that “the
apocalypse to be feared was not the destructidiesftern civilization but rather the
destruction of the barriers that kept East and Vifest each other” predicting that
the Western men will always strive to find a diéfiece between themselves and the
other cultures to keep the distan€rigentalism 263). Caryl Phillips contributes to
this idea while referring to the discriminativeitailes of a more specific western
community, the English around 1970s with such gression: “Us and them. Lines
were not to be crossed” (“A Little Luggage"” 244).

Moreover, Phillips makes an evaluation of Georgevéllfs attempt to define

Britishness in the latter one’s article titled “Hawgd Your England” in 1941 before
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the migrations. Orwell draws attention to the sadea of the English, to make their
nation distinct, pure, not in need of the contridtof the other cultures, continuous
in their empirical history on their own. As Phiipleduces, Orwell concludes that
“because there has always been an England, theagsawill be an England” (“The
Pioneers” 268). That is why England always wantsedalistinct and to define herself
as a part of the continuation. For the same reasall, the Orientalist works, there is
“the principle of inequality” no matter how non-entalist or humanistic they are and
there is a discriminative attitude towards the &tk no matter in what century the
colonial mind lives (SaidQrientalism 151). Again, as a consequence of this reason,
Louis does not believe any claim of “progress” dbthe issues of minority and
working class in Britain (PhillipsThe Shelter 52).

After dwelling upon the historical origins, Caryhifips makes further analysis
into the ideology that lies behind this British mii¢y and this is the second way to
make clear pure British identity. Phillips defings as “a primarily racially
constructed concept” and also he explains how titesB have exaggerated this and
“it has been the habit to conflate race and ethyiic(“The Pioneers” 272).
Accordingly, not every white living in England cée British although racially s/he
Is white and not every person from any ethnicitly ba British though s/he may have
the same cultural properties and senses of belgrgiiBritain like the Caribbeans.
Especially after the “blackness” started to be usedlefine the outsiders of the
British “wall”, it has become certain that “[a] losla man could never be a British
man” (Phillips, “The Pioneers” 273). These two wagstually have such an

important mutual point that they can be thoughibéathe separate parts of the same
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whole. British racial identity can be achieved oty the imperial history that
continues into the contemporary Britain.

Caribbean culture, ways of life, language, and sarisbelonging to the UK are
very similar to those of the English and so theyiba regarded as British but they
cannot as they are not so historically, ethnicalhd racially.

They were English-speaking Christians, who hadistutheir Shakespeare and
Wordsworth at school, and while they might liketfsth and ackee, or curried
goat and jerk chicken, they seemed able to syragbesiese peculiar ethnic
aberrations with a broad understanding of the wafythe British. In other
words, to many white Britons these Caribbean migravere uncomfortably
and surprisingly British... (Phillips, “The Pione&R73)
This is the problem that the English society hathwhe Caribbean minorities. As a
result, in the face of such a minority, the Englgthrt to use “whiteness” against
“blackness” and not any other cultural or lingustelement to identify the
Britishness as they know that culturally and liregigially Caribbeans are British. In
Phillips’s words, “in order properly to exclude ¢tiCaribbeans] and reinforce their
alien status white Britons needed to accentuatenleeaspect of their identity which
these people could nothing about-their race” (“Pi@neers” 273).

That is why the second generation of the immigramdergo some kind of an
identity crisis and conflict around 1960s and 1970wy are the children of the first
immigrants and they are brought to be educateda@itide in Britain in much more
prosperity. As Phillips suggests, they are like Bréish children, they speak the
same language, they watch the same TV programieyg,thke the same exams,

they attend the same schools, and so they askviotha same British identity like

those other children. This is the second generdtiah Louis in the play represents
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with his claim to be accepted by the British and kjuestioning the system
surrounding him.

The response of this generation has become différem that of their parents
who have preferred not to claim their rights and toochallenge. The parents have
brought and wanted their children to be educatetitarenter good professions like
medicine or law but the children have become rewvamtary and, like Phillips,
writers. He says that when he “[begins] purposgftdl put pen to paper they [have]
to admit defeat” (“A Little Luggage” 245). Whatelhdefeat of the first generation
for him in the face of the second one is that meitBritain has come to be the
promised land, the one they have dreamed of in ratiom nor do the second
generation accept the racial discrimination inrgieor to keep their tongues and to
be what the parents wish them to be.

The reason for the defiance of the second genarado be expressed thus: “In
fact, [they] don’'t have anywhere else to go”, amynle else to go back as they are
Britain-born and educated, as they are Britishlliphj “The Pioneers” 277). What
they are to do in the face of such a situatiomw iget their rights from the British and
the aim is to change it if necessary because imsdbat “British society [is] not
going to change of its own volition” (276). As asu#t, the disturbances around
1970s and early 1980s take place in the citiesooidbn, Liverpool, and Bristol, the
cities where Phillips claims the first ships ofv&a use as the ports and the injustices
have continued for decades. The black youth arevstom TVs and newspapers as
the reasons for the disturbances or for the dis@pt problems concealing the fact
of “the truly appalling police harassment, the amneéd discrimination in housing

and in the workplace, and the institutionalisedsmat they are faced (276). The
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parents who like to watch the British nationalisticracial representations on TV
during the first years are to watch their childiencombat with the British police
around the 1970s.

Another important aspect of this second generaa®®hillips gives as a part of
his own experiences in his articles is that thgyttr use “blackness” to identify
themselves for a time taking the example of Afrogkitans. However, it does not
continue for a long time and in Phillips’s wordgi]rf the end what the second
generation [are] actually saying, brick, bottleor& or book in hand, [is], we are
British, we won’t allow you to harass and margisalius, and we are not going
away” (“The Pioneers” 276-77). British identity g&ato be defined as a combination
of the African origin, Caribbean homeland, slavexyperience, and British coloured
minority life not as pure blackness. Paul Gilroy atso against “Negritudist
essentialism” which he regards “as hand-me-dowmrsion of European racism”
(gtd. in King 818). In these situations, what isxdas only to deny history and the
great experience of colonialism. Said also expeekgeideas about the consequences
of imperialism and says that it is impossible to“perely one thing” as for him the
essentialist “labels like Indian, or woman, or Moslor American are not more than
starting points” as the imperialist activities hgueduced “mixture of cultures on a
global scale” Culture and Imperialism 336).

The solution or the resolution against the essksiti@entity constructions is to
achieve a common place for identity to describe likéolite or Britishness where
there is a “process of transition toward some nevtural identity, not a choice
between former roots and assimilation”, where ‘tiesions are unresolved” (King

810), where there is “a fruitful intersection ofids” (814), and where there appears
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“a third culture” or “a hybrid culture” (811). This exactly the state the generation
of Caryl Phillips falls in and he himself experiesc He describes his home with
what he calls “my Atlantic ‘home™ at the centre tfree continents, at a point
equidistant between Britain, Africa and North Ancati(“The ‘High Anxiety”” 304).

In 1979, Margaret Thatcher and her conservativeegowent came to power. In
spite of her colonial mentality, when she came awvgr, what she did during her
tenure was an attempt on the part of the Britistake a step away from the racially
constructed British society. Her government creae8ritish ideal man whose
ideality is dependent upon what people do or preduuc their life not on their
ethnicity or birth. Thus, it makes upward mobilpipssible in accordance with the
work not with the “blue-veined privilege”. (Phillsp “The Pioneers” 278) Thatcher’s
concept of Britishness is dependent upon “econamility and codes of behaviour”
and it is constructed not racially but culturallydaeconomically (278). Nevertheless,
it is not so innocent as it seems for it bringsviard

the idea that one could not be both black and #ritBlack equals bad, British
equals good. ... For the first time in British higtotwo types of black person
[are] now officially recognised: the ‘good’ and thead’ — the British and the
black, the assimilable and the subversive. (Pkillignatius Sancho” 248)

Although this kind of approach to Britishness afpésnto include a part of the
blacks as British citizens, it is so obvious thas ia development from Powell’s total
exclusion towards a kind of partly inclusion of thé&ack people by Thatcher’s
policies. In this new age for the blacks, althougkism continues in a way or
another, there are obvious developments in thes lofethe blacks that promise a
better future. In this period around 1980s, the imathrts to promote the ideas to

recognise and to tolerate the constituency of trewhite citizens, and he first black
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MPs are elected to Parliament. It is the “culttnadrk™ of the black men that makes
it possible for such a transition and for such dlgwements and this cultural work
takes place in music with music groups like Aswad &oul Il Soul; literary figures
like Salman Rushdie and Linton Kwesi Johnson; blageioes in sports like Linford
Christie, Frank Bruno, and lan Wright in (Phillig8gnatius Sancho” 249). The
influence of the black in the areas of politicssimess, and government is not as it is
in cultural arena. The black MPs are regarded hiligthas “a handful” of people
and their being elected as “a foothold on the lomags of ‘power’” (249). In other
words, it is difficult to say that such a step wlifics is not an efficient one for the
black power in England.

In spite of these steps for a better black lif@ritain in the 1980s, Caryl Phillips
wants to go back to the Caribbean when the Toriesetected second time in
government. The opportunities that arise for thackd to go upward and to be
accepted are only the side-effects of the ‘econalhyicdesigned policies for much
more industrial gain. On the other hand, life int&n still means to live against
discriminations for the black people and “[Thatcsleigovernment’s continue[s]
incantation of a discordant, neo-imperial, rhetafiexclusion” (Phillips, “The ‘High
Anxiety’” 304). The time of this experience of Rigt’s is the time when he writes
The Shelter. That is why Louis falls in a similar situation the play and the same
burden of experience is the reason that makes lant i@ go as he is exhausted after
his struggles against discrimination and afterckagms about his Britishness.

The black character Louis is like Phillips, he ceme the 1950s, he has the
memory of slavery, and he attempts a number ofditnebe accepted as British and

as a normal citizen, and he gets tired and wang® toack. After the two Caribbeans
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represented by Louis, the first arrival and theohettonary second generation, the
third role in the third time period is this tiredafibbean who wants to leave.
Although the character wants to go, the play da#sneed to construct another act
for the returning Caribbean. Phillips himself fetlle same exhaustion as that of his
character but he decides to stay as he regardsatduty to remain in Britain; to
warn and educate the people against the belief rdzd is not separable from
nationality; and to struggle against the ones wbondt want the blacks to be
included.

Thus, Phillips does not construct another act fier pplay as he believes that the
history of the Caribbean is in two parts, one ishie past, in 18 century, in Africa
and the other is at present, if"2ntury, on the Caribbean land and then in Britain
There should not be any return as it will be gddagkwards after so many struggles
against the colonial power. In accordance with ithes, Phillips keeps his character
within the boundaries of the two acts and he damslet him go back, go out of
Britain, or run away from staying and strugglingoidover, he knows well that the
Caribbean land is not the same one as when pesipli¢, I[i]t is expensive and the
society is not always open to ‘returnees™ (PhgligA Little Luggage” 245). It is

more suitable to move, to migrate onwards not backe/for the Caribbean man.

2.2.2. Staging Characters

The black man and the white woman who do not hawpgr names and whose
dialogues are only voiced as HIM and HER in Adtdye names, Louis and Irene, in
Act Il. The characters who can be anybody in Aonlcondition that they tell the

story of colonialism are significant as they preptire background of the happenings
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and the situation of the minorities in Act Il. Tlegperience in the contemporary
world with specific characters is made to depenahug certain past of the colonised
and the coloniser. As Ali A. Mazrui indicates, “thmest time for interpreting
colonialism is in the post-colonial era[and o]n@ teest evaluate the preceding day
after the sun has set” (364). This is the idea thatCaribbean postcolonial writers
follow and as Elaine Savory indicates “[m]any wistesee their role as finding the
past’'s suppressed voices and unspoken narratinds)sang them to understand the
present” and to hope for the future (713-14). The tphases of the post-
independence period reflected Rantomime in two acts are the two phases of
colonisation reflected ifhe Shelter. Again like the case iRantomime whose Act Il
is under the direction of Jackson, Act Il dlfie Shelter becomes a stage through
which the black man gives voice to his problemsg, dimlogues he constructs are
much more than woman’s, and the woman expects digive decision about their
future and she does not attempt to get the mastdrho

As for the representation of the characters orsthge, their positions before the
audience differ according to the atmosphere in Wwihey are represented in the two
acts. As for the white woman, the stretching ontheuit one of her shoes lying under
the sun is more comfortable though shipwrecked tharwoman in a London bar, in
a gloomy and grimy air, in one of the January ewgsi The playwright wants to
insist on a number of points by implying the stafethe woman: she is anxious
though she is in her own country, her table is ‘alabced” in one of the bars of
civilisation in a European country, she is tiredugh seemingly pleasant, and her

age is defined as “premature” (Phillipehe Shelter 35). In spite of the ‘civilised’
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atmosphere, she does not have any comfort in Atiatl she has in Act | though on
‘savage’ land.

Civilisation may not be equal to all the ‘good’rigs; colonisation or the ideal of
taking civilisation to the ‘savage’ lands may navh the predicted results, the
coloniser may come to be ‘tired’ of colonisatiokeliHarry and Irene and the people
they demand in order to exploit may be uncontrédlah the issues of language,
identity, and nationality. The first phase of cakation which is dreamed to be as
bright as the days in Act | may come out to beilara like the futile evenings in Act
I, the centre may not maintain the leadership #w@dmarginal may not accept to be
kept as marginal in the second phase; and thasgdilcoloniser may be themselves
the chained. In this point, the audience can astatd similarity between the
correlations that exist between the two actPamtomime and The Shelter. The
unpredictability of the second step when lookedr@n the perspective of the first
one and the deconstructive power of this second vesll as ‘the
other’/'secondary’/‘inferior’ counterparts of thenlary oppositions in the matters of
character, language, religion, nationality, anchtdg are the technical tools that the
playwright puts into use in order to voice the pokinial reaction against the
transcendental superiors.

In Act Il, the black man Louis is in working trouseboots, and a donkey jacket
as a Caribbean minority and as a non-white workkeis time, he is a worker not on
the boat but on the railways because the vehi@ettie white use in order to take
civilisation to the savage lands has changed. Radtthen train have become the
symbols of that civilisation but they are also peducts of the black. Moreover, it is

the black people that are called to the mother ggun reconstruct it and that take
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part in “transportation” among other service indest (Phillips, “A Little Luggage”
242). Here, Phillips may deconstruct the impositminthe white possession by
giving the paternity of the products into the hantithe black just like Walcott, who
gives back the usurped possessions of the black vamol deconstructs the
transcendental white ownership of the civilisedgoo

Moreover, in Act Il, not the black man’s face buis' hands are chafed and dirty”
(Phillips, The Shelter 35). It may be an indication of the idea that thhite
discriminate against the black because of the békak, the strength and ability of
the black individual to work hard so they justifyetslavery in the earlier years of
colonialism and justify the exploitation of the tka in capitalist work system in the
20" century. That is, the state of the black man dmgshange so much, he is tired
but still active in both acts. Yet, that gloomy asphere of a foreign land has effects
on Louis’s condition and he is more oppressed assimistic than the black man in
Act | as memory and history have put so many laatdshe shoulders of the black

man so far, until 20th century.

2.2.3. Black Man/Minority versus White Society/Motrer Country

The black man’s life in London together with hisitghcompanion is very much
like the impression that the first appearance efdbenery of a London bar gives at
the beginning of Act Il. The grimy pub and its ghop atmosphere go on in his
descriptions of the London streets. He describemths streets that have lights but
that are “cold and foggy” as usual with the Enghkgbather (Phillips;The Shelter
36). He also adds another dimension to this desmnigind introduces the difference

between the men walking on it. One is “the dull inahile the other is “the dusky
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stranger” who “plunges deeper and deeper into thentit abyss of hell” (36). He
puts the contrasting forces side by side, “dulfbtigh which he may imply the pale
countenance of the English and “dusky” through Wwhie may imply the dark
countenance of the black, “moonlit” and “hell”, &sty” and “dark”, good and bad
and so implies the forced togetherness of the kdackwhite nations (36). With such
environmental descriptions, the black man prep#resbasis in which he will talk
about the economic and social difficulties and wisimations that the black have to

experience in Britain.

2.2.3.1. Black Man and White Woman against Colonidimpacts
A kind of sensual relation between the two charadtedeveloped with instances
related to the status of the black both as thentedal and as the minority. First, as a
colonised, the black man in the body of Louis dbesitate to have an explicit
relation with a white woman because not only tlaisy eyes of the white but also
the internalised colonial understanding of the kland their colonised unconscious
do not let such kind of relationship. The best espntation of this fact is Louis’s
escape in the middle of the night after he has fr avith Irene and before the
guestioning gaze of the English is able to see him.
IRENE: ...
All I know is | felt safe here. | felt safe heretiwviyou too.
LOUIS: Safe?
IRENE: Safe. But you don’t care about me any marevly pretend you do?
After a year you just disappear into the middletlod night. (Phillips,The
Shelter 48)

There is some kind of social pressure that liesnakethis insecure attitude of the

black man and this pressure comes not only frontth@niser society but also from
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the colonised people. As a result of the colonigdegience, his grandfather warns
him not to claim any right over the white possessiincluding their women. His
grandfather believes that
LOUIS: ...
... you can’t take them back home with you for asnsas they set foot on the
island they're going to start crying out for a handiden and a butler and a
maid, and how the hell can a cane-cutter afforch sings? (Phillips,The
Shelter 48)
This advice is based on actual words of Philligsig father to warn him against any
possibility that the boy will look for a white womaThese words are actually the
ones that come out of his mouth as a result ohdpmpenings in England about the
problematic aspect of any relation between a whidman and a black man.

For these happenings, Phillips gives two instaintese of his essays. One is the
race riots in Liverpool in 1919 the reason for whis explained by th&lew York
Times as “the Negroes’ familiarity with white women’ Pfillips, “A Little
Luggage” 244). The other one is the Notting Hitltsi that erupted in 1958 which the
US News and World Report think came out as a result of “the resentmenivbite
men over Negroes associating with white women” al as of the anger with over
housing and employment (244). Phillips defines tiaracteristics of the race
conscious atmosphere of the society that he hag ¢orfive in. Furthermore, after
the actual conversation he has with his fatheriphithinks that he has “a small scar
that [is] testament to the wisdom of his fatheretabed words” and that shows he is a
black man (244). Therefore, he cannot escape ttietlf@at he will be seen and

alienated when he is with a white woman as hiswwa® something permanent like a

scar, something he cannot change, something hetarake invisible.
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However, as he emphasises in a number of statepmenis not the Caribbean that
came to ‘the promised land’ in 1958 and so he chaocept such a restriction on his
identity as he does not have another choice thamatae the English accept them. As
a result of this situation that he is in as a thageheration of the immigrants, he
regards his father's words as “belated” and giveearaanswer only a “surreptitious”
nod and indicates that Britain had come betweem'ttifhillips, “A Little Luggage”
244). Also, in order to emphasise the gap betwesrahd his father’s times and
‘Britain’s, Phillips makes his father to be grantiier in the play.

If the black man and the white woman are madevitibgether, any relationship
is inevitable and so Louis cannot keep himself ftbewhite women and he decides
that he must have one white woman, “[n]ot necelssawi keep” but only “like a
child [who] wants the latest toy” (Phillipghe Shelter 49). The latest toy for the
black man is the latest impression that he gets fitee white world and it is ‘to be
like a white’ so ‘to love and to be loved by a véhiwoman’. This desire is put into
expression by Frantz Fanon who refers to a locatdote:

Out of the blackest part of my soul, through theezof hachure, surges up
this desire to be suddenly white.

By loving me, she proves to me that | am worthw efhite love. | am liked
like a white man.
| am a white man.
Her love opens the illustrious path that leadsataltfulfillment... (Black
Sin, White Masks 45)
Fanon also adds another dimension to this desira fehite woman’s love and
gives as an example the situation in the ndyelHomme Pareil aux Autres by

Réene Maran. As it is recounted in this book, ttelkb men want to have a love

affair with or to get married to a white woman oly to satisfy his lust but also to
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taste the satisfaction to dominate a white womahtarget revenge. However, this
game or the “toy” in Louis’s words that may givee tbense of fulfillment for a time
will be a danger for the father's pocket. If itirgerpreted within a colonial context,
this relation between the child and the father lsamegarded as the one between the
colonised minority and his/her mother country whsttould be “a father”, that is, a
man as it is so hard as Louis believes (Phillipse Shelter 43). The minority’s
penetration into the world and possessions of thenéser world may seem part of a
game in which the black people are always regatdege childish and immature
beings. However, this penetration is later regaed kind of intrusion and harm to
the social and familial structure of the mother oy
The affairs of Louis with the white women do noinlgrhim what he has expected

just like the other expectations of his from thetimeo country England. He loses his
wife at home as he does not send her money. Heag &xom his family and also he
has to undergo a variety of conflicts in Englandhasis with a woman of white
colour. These conflicts result in his escape frammwoman he loves in the middle of
the night, in his continuously frightened mood, andhis regarding himself as
“nothing” (Phillips, The Shelter 49). This state of psychology can be interpreted a
“abandonment neurosis” in which:

... the lack of esteem and therefore affective secigivirtually total, resulting

in an overwhelming feeling of helplessness towafd &nd people as a

complete rejection of any feeling of responsibili@thers have betrayed and

thwarted him, and yet it is only from these othéhat he expects any

improvement of his lot. (gtd. in FandBlack Skin, White Masks 54-55).

Louis is denied the possibility of having an affaith a white woman not only by

his grand/father who has internalised colonialisnis mind but also by the mother
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country as he is not accepted as a part of thiatcpuHe is betrayed and abandoned
and the way he takes revenge is to use one of tiite people of the mother country.
Moreover, as he has been thrown into abandonmembsis and lack of esteem, he
does not have the power to shoulder the respoitgibil this relationship and to
shield it against the ‘panoptical’ gaze of the whitho determine on things through
seeing and also against their assumptions abolidbk people.

These assumptions remain the same in spite of khen< of the English
government and intellectuals about “progress” ia titack and minority problems
(Phillips, The Shelter 52). As Louis emphatically states, there are mahige people
who will riot against any progress in the politieaena towards the well-being of the
non-white. It is due to the fact that the mindshaf white are still busy with the same
unchanging assumptions about the cultures, histoaad qualities of these non-
white people. As a result, the eyes upon the cogipke voice to such happenings at
the levels of politics and society and to certaimtes assumptions about the slave-
working class black men.

The white mind has more or less similar obsessamtsthey have a stable non-
white image in their heads. This fact is expresdedrly by Modood: “[i]n talking
about other people’s cultures it is not uncommoassume that a culture has just the
kind of features that anti-essentialists identif®3). He goes on with examples about
the fact that people out of a culture can makepméations about it in narrow terms
and claim that it has “coherence, sameness oveéurgesiand a reified quality” (93).
Fanon implies the blackness as a kind of reasorthisrunchangeable idea of the
white referring to the novéln Homme Pareil aux Autres by Réene Maran. Although

the black man thinks and loves like a white matiaoalgh he is not the savage or the
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slave of the previous centuries, he is the blaak this is the problem without any
possible solution for the European eye. The blaskrie the last choice that the
British applies as a means for discrimination astineed above. Fanon goes further
about this state of the black man and says thabkhek man’s being neurotic is
related to this colour and says that “his coloubig an explanation of a psychic
structure” Black Skin, White Masks 60). He implies that no matter how many things
change in the lives of the black, the neurosis m@ytinue as the colour will not
change. Fanon regards this as the main problenthamndicap asserting that “[ijn no
way must [the black] color be felt as a stain” ahdt the black should recover
themselves from this complexity or else they wil get respite and reconstruct the
world in a new way (63).

As for the assumptions, first, the white do notgkéeemselves from the idea that
what a black man can do with a white woman is amynordinary sexual affair and
it cannot be regarded as a healthy relationshigidelt Louis gives voice to the
assumptions of these people:

LOUIS: We should be fucking, you and |, West Indiaman and English
woman.
IRENE: ...
LOUIS: But don’t you see how they look, hoping wend do anything human
like laugh, or cry, or kiss. (Phillip§he Shelter 47)
What the white are against is not the “fucking” batoccurrence before the eyes of
the people. For them, any relation between a wéuite a black at an equal level
cannot take place among the white people becauseasuattempt may indicate the

inclusion of the black in the white society. Thegapt and allow in their minds that

the black men may have a sexual affair with a wividenan “in private”, make her
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feel “grateful” but not “happy” as they are doontedeave the latter and as a healthy
and continuous relationship between them is unaabép(47).
Moreover, these eyes regard this relation betweewhde and a black as

extraordinary and it is thought that if they argdther, there must be a problem:

LOUIS: Nigger and nigger-lover. They don'’t reallsith the coloured man with

a brick in one hand and terror in his eyes for tteeyised to that from slavery

days. What they are not used to is a coloured m#mawvhite woman on one

arm and a spring in his step.

[Pause.]

LOUIS: ...

Look at them. These people here who make you &fel ¥ou know what they

think of you? Whore. Black man’s white woman. Shestrhave three breasts

or bad breath or she fucked her when she was d ahdl that made her go

funny. (Phillips,The Shelter 53)
It is very difficult for the couple iThe Shelter and for their relationship to survive in
such a tedious atmosphere which Louis describéglpression” that eats him out
and makes him want to go back home (Philligse Shelter 53). The depression that
he experiences is because of his personal andl sdeidtity in between the two
cultures one of which he does not feel to belongrtd the other one of which he is
frustrated by. Gilroy, considering this situatiargards “English/British national
identity as a form of melancholia, a depressioroshiced by a loss of empire” (qtd.
in Modood 163).

In this suppressive atmosphere over them, Louislargk’s relations’ unwanted

survival is just like the unwanted and also implolgschild of the two because such a
child is no more than the one who will have “alayeround suntan” and be

“medium-rare” (Phillips;The Shelter 49), who will be a product of a hybrid marriage

and who may be called in the future as “sexy peso(B8). These names are given
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to the child by Louis in different places of thaylas he is the most pessimistic one
about the future of the child and about any possibtonciliation between the white
and the black. Why Louis wants to believe the inggmbty both of the affair and the
child is a result of his ‘abandonment neurosis’ argescape from responsibilities.
While it is the black man in Act | who wants to mi@in the dialogues and relations;
in Act Il, it is Irene, the white woman who wants maintain her relation to Louis.
Also, in Act Il, it is the black man Louis that hiates the woman because of her
attempts to provide that reconciliation and givelbto a “little gray bait” who will

be in between the white and the black (45).

Although the social assumptions reject the possitof a black man with a white
woman and as a part of the English social structheeblack man’s sensitivity and
masculinity as opposed to the white man is what enathe white woman so
dependent upon the black man as a lover. Firstpldnavright clarifies some certain
assumptions about the sexuality and representatiaime black man determined
within the boundaries of his body by ignoring hiental faculties. He uses Louis to
voice them:

LOUIS: These people, they break you by smilingai yne day and ignoring
you the next, by their hateful toleration, by cingsthe damn road when they
see the two of us coming.
[Pause.]
You people are such good dancers
We bet you're good in bed
We bet you're also good runners
But you don’t have much in your headsh¢ Shelter 50)
Then, the playwright attempts to deconstruct th@seumptions through some

representations of the black man’s difference wtmrtrasted to the white man who

is only talked about in the play. The audiencenfsrmed about this man as the ex-
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husband of the woman and he is first introducedrérye as a man who gets on well
with his wife until he loses his job. They go oagéther and spend money late at
night but this life ends very early because of latknoney. Apart from such familial
happiness which is directly related to financigbexgs, there is a trouble with the
white man which is physical violence against hisewMoreover, as Irene asserts,
while he is carrying this out, he does not userachwbut a slap in order not to leave a
sign of violence on her. As a result, she “kickjgh out” of her life (Phillips,The
Shelter 42). While the woman is giving voice to these peats about her domestic
life, the black man is brought forward by the plaight together with his opposing
qualities in the matter of his relation with theman.

IRENE: So you think I'm beautiful then, do you?tlh&t what you're trying to

E%yJIS: You're like the island. You're a woman. (43)

It is understood that the black man is differentrthe white man in terms of his
loyalty to the woman and his sensitivity towards tBminine feelings. This idea of
sensitivity is strengthened by Irene’s praise: ‘ielver seen a man cry till | met you”
(Phillips, The Shelter 44). The admiration that she feels for him is secmthat she
accepts to get rid of the child if he wants and asles him not to leave her although
he humiliates her in his nationalistic poem. Furtlsee confesses his difference and
superiority explicitly towards the end of the play:

LOUIS: You think I'm different from a white man?
[Pause.]

Better and less in one?
IRENE: Of course you're different. You're differefnom any man. (52)
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Hence, the playwright reaches at his aim to decocisthe stereotypical image of the
black man not only through contrary representatidmg also through these

confessional expressions from the mouth of a wthteracter.

2.2.3.2. Black Man’s Verbal Arts versus White Coloral World

Not all the deconstructive points in Act Il areateld to the sensual relation
between a white woman and a black man as theyseprehe white and the black
communities as well. Irene is in love with Louibesis waiting for their baby, and
further she is sometimes humiliated by him contraryhe white woman in Act |
who is so hostile against the black man and whoadkg him in every possible way
of the white coloniser’s world. Though he missembpthough he is always aware
of the fact that he is in a foreign land, and sasheontinuously upset, he decides that
here is the turn of the black man to speak backhenprefers to speak through some
metaphors and through a poem which is so ironic imctudes some of these
metaphors.

While, he is speaking against the woman, he isafigtapeaking back to the white
colonialist world as a colonised body. Here, thiatren between them acquires a
different dimension. First, he likens her to aramgl because, for him “[a]ll islands
are women|[, e]xcept England[ as] England is so Iske must be a man” (Phillips,
The Shelter 43). Although he tries to think the woman sepafede the island and
the coloniser’s world as a whole, the woman withtout to be the very embodiment
of the colonialist understanding and world. At dred of Act Il, when Irene cannot
prevent Louis from leaving her, she just says that used to being on my own”

(55). However, she is worried about the idea tin& is not much use to him any
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more although she has attempted to keep him wiHithe baby that she will give
birth to. She is really like an island; she is IB#gtain, the isolated island even from
the European continent; she has the pride of thadsrs who believe that they can
be on their own as she asserts.

However, just like the mother country, just likeethatherly proud island, she
needs to call the black for help, to call him as tather of their child, as the other
cultural constituent of the UK. If British isle woman and a mother though she is
so hard, the black man must be a man and a fatbetike Louis though he is so
sensitive and kind. The reason for such a pareelaion is the fact that the British
are not the only nation that constitutes the Brigsciety, that establishes the hybrid
culture both at home and in colonies, and that taaia the economic welfare of the
British. As Modood claims “there were different vgagf being British — an idea that
is not confined to constituent nations but alsduded other group identities” and
with group identities he refers to the new politisabjects that come from the ex-
colonies and the Commonwealth countries (126).

As for the poem the lines of which Louis recitesreme, it ironically refers to the
English colonisers in general. The poem is cortstitby three parts each of which
Louis refers to represents a different aspect efwiite woman and of the white
colonialism. In the first part, he likens his wortsasmile to “a jagged knife” and for
him:

LOUIS: It cuts deep, bleeds ugly, drains life

From a man like me, born to be free
And live in the shadow of a hot, deep sea. (Plsillline Shelter 45)
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The contrast between the smile and the knife shba/sontradiction in the approach
of the mother country to its minorities that shdechherself. When she calls, she
behaves in a maternal manner. Yet, when these @egphe, she shows her knife
and exploits them, takes their life out of them dgeding, claims that what she
makes them devoid of is something “ugly” and tinetytare giving life to the mother
by pushing their own ones aside. Nevertheless,ini®sed way of living is not the
one when the black people were born free on their lands, near the sea which is
hot and deep and which is very suitable for thdolgp and the psychology of the
black inhabitants. In short, the smile is the dme tauses the uprooting of so many
black people from their own lands and their proldémlives that they are forced to
live.
The second stage is a more intimate approachtheisouch of the woman, of the

mother:

LOUIS: My woman'’s touch is like a hunk of stone

It wounds and shivers and chills you to the bone

Her face, | loathe, her manners | hate,

And she thinks she can trap me with little grayt.a&hillips, The Shelter 45)
In the subsequent years of their lives in Englanishorities are exposed to different
reactions of the mother once they get much closehdr. In addition to the
exploitation, there is another dimension to beingpiaority in the mother country
and it is the discrimination they are exposed tdilé/exploitation of the workforce
does have the effect of draining life from the klaath a knife, discriminative acts
and manners do operate like “a hunk of stone”, twhg more insulting as it is

thrown directly at face. That it is “directly” atde implicates the fact that those

discriminative acts and manners appear when thek ltlacome a part of the society
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and live together with the white sons of the matAéat is why the stone “wounds”,
“shivers”, and “chills [them] to the bone” and hss much deep effect. Moreover,
the black son who gets so near to the mother doesnly get some wounds and
thrilled at discrimination, but also starts to hhtx and everything that is related to
her although he is in admiration of them when het fcomes. Nonetheless, the
female island still attempts to keep the workfongeher hands by making them
believe a possible union and a “grey” platform etviieen white and black with the
help of some promises of “Progress” just like thgorid child of Irene (52).
However, the black man has too much load of expeeenot to understand it as a
trap.
After this dimension of minority life in England,olis goes back to the very

beginning of the colonial history:

LOUIS: High above the fields, and just a little ®&lthe clouds,

The wind whispers through the trees, ignoring tbeds,

Out yonder floats a spot, like a thin black slither

This cruel boat taking people, my people, to whbey will shiver; wither and

die. (Phillips,The Shelter 45)
These are the experiences that people are ablettonga land not polluted by
industrialisation, that is, not in England. He inmeg a kind of scenery from his
homeland and sees himself only as “a spot” th#hiis weak and that moves about
like a drunken man as he is somehow appalled béferelean air and land of his
own. However unstable his place is in the pictime,has peace as the words that
define his movements do not have connotations Hémeshness or danger. The last

line tells about the one that destroys this ped#loe, boat that is the symbol of

intruding civilisation and that takes people toiled lands. The experiences that he
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mentions in the other two parts of the poem, thaitye and the end that they
approach closer and closer are the nightmaresedirgt phase of colonialism. They
first shiver, then wither, and then die in a lamchg from their own homeland. All in
all, this poem is the summary of the things thatliphk wants to say all throughout
the play and it is again representation of theatwleen situation that the mind of the
colonised is, the hybrid characters of his life, lmé experiences, and of his
developing new identity. He puts in a fictional ggeof art the narration of the
colonial history and this history is a fictionalrgmn of the one that he narrates in
Act I. This is an example of the ways through whibk black attempt to express
themselves, a literary one. Walcott uses the sami&i@ tool in order to let his
characters express their inner worlds.

Moreover, as it is indicated in the stage direjobouis goes through the last
piece of the poem, singing it in a calypso beatisTik another way of cultural
expression for the black. These “forms of verb#s ananifestly [assist] the struggle
against exploitation and oppression” and they emaggmeans of resistance against
colonialism as well as means of expression (Savdg). Other than in the context of
the poem, Louis refers to the calypso music whewéuats to explain what music is
for him. There is sun, mood, and liveliness inumsglerstanding of music:

LOUIS: A nice string band working up a mood or a panging out in the still
afternoon air when the school children begin tokwmsl the side of the road on
their way home, their books on top of their heasttield them from the sun.
That's how | remember music.

[Pause.]

Stories keep breaking inside me. (Phillipee Shelter 39)

Such a description of Caribbean music is given@ssed to the music that the

couple is listening to by throwing money into agbkx. Accordingly, it is possible
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to observe the natural and native calypso as joseg with the artificial and
industrial English music. Moreover, the referenceamnd use of calypso is Phillips’s
binding himself to the Caribbean dramatic traditidhe origins of this tradition are
“colonial productions”, “earlier European Carnivaaditions” as well as “African
ritual[s] and festival[s]” (Savory 740), that i9dth similar to those of Europe, and
sufficiently dissimilar from them to be distinctGaribbean or West Indian” (Warner
137). Although the concept of carnival has Europaach specifically French roots, it
has become such a part of the Caribbean and elpdaimidadian society that it
cannot be regarded as an influence on conventitmedtre. It has “evolved
significantly along with everything else in the mig” and became at last “a truly
West Indian creation” (Warner 139). Moreover, caahis a part of “folk art [which]
is associated with the masses” while the theattee#Vestern tradition is a piece of
“fine art [that] has mainly associated with theegli(139). In other words, Caribbean
carnival is of the community while the Western tiheas of the individuals just as
Walcott reflects in his produétantomime.

Moreover, carnival cannot be thought without muaid the addition of “music,
dance, and song” to the verbal European traditiodrama is a Caribbean attempt
that Phillips employs in the play (Savory 740). y¥pab is “mainly a danceable
folksong from the islands” (Warner 148). These $olkgs actually become “the
voice of the people” in the region as the calypansigive the music in a social
context making references to the recent happerangsthe mood of the people so
calypso becomes a part of the popular culture @A64n more concise words, in
order to pinpoint the importance of carnival arsdcalypso for the Caribbeans, it can

be said that “[i]f carnival is the national theatthen calypso is the national
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literature” (147). Some critics take the fact tbatnival is a part of popular, folk, and
national culture and they claim that it is not@etculture but only “a complement to
true culture” (150). However, “[c]arnival has itao life” and different from the so-

called conventional and high class theatre withditinctive music rhythm, its

outdoor representation, and its being among theénarg people as well as its
professional members who work for it for monthsrafp@m their theatre business
(150). As a result, the intrusion of carnival at&l calypso music is both a kind of
cultural expression and a kind of deconstructioairzg} the indoor gloomy music
activities that make the black man go back to #igpso happiness.

Together with this function of the music as a pafrtCaribbean culture and
dramatic traditions, carnival also becomes the meaanthe play through which
nostalgia comes out and Louis realises the heakdebuof the stories in his world of
black experience. Every cultural element of expogsbrings with itself the feelings
of loss and nostalgia, the miseries of the blaaketp in England. This nostalgic
misery is a direct result of the impositions anadidis of the coloniser and the
coloniser’s land. Even if the black man as a miyodisclaims his own land and
people, even if the coloniser opens the doors ackbpeople and imposes his own
values, the colonial master does not give the blhekight to claim any right on the
land, state, wealth, or anything else that trangeetally belongs to the coloniser.

LOUIS: | don’'t have anything to do with those peagl don’t eat bananas on
the top deck of a double-decker bus, and | donlkweound with my head in a
damn book and tell all the girls my name is ‘Prirtbés, ‘Duke’ the other.
IRENE: | know you don't.

LOUIS: Some of those African people make me sick.

[Pause.]

I’'m a British subject.

IRENE: Object, isn't it?
[Pause.]
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LOUIS: I'm a British object. (PhillipsThe Shelter 43)

Fanon gives voice in the same way to the claimshefblack man about his
identity: “I am a white man; | was born in Euro@dt my friends are white. ... |
think in French. France is my religion. I'm a Euea ... I'm not a ‘Negro™ Black
in, White Masks 51). He expresses the adopted identity which mspsed of the
language, religion, and the social environment led toloniser and which has
developed against his own original ones just likelis’s above. However, the black
man realises that he is an object not the subgebeae reminds him because it is the
white people’s “racist” approach that makes theckléinferiorised” (73). After
Louis’s realisation, Irene says that, “I like yowuis because you're not worn out
even though you keep saying you are” (Phillifse Shelter 44). She is indifferent to
the reality of his being an object, a situatiorsiag as a result of the fact that her
white people have given them to choose betweenvibeoptions: “inferiority and
dependency” as Fanon deduces from Manoni’'s wdBlkeack Skin, White Masks 74).
Hence, she only tries to ignore his experience amd white woman, she likes the
black one who is not weary of black experiencetisigirwith slavery. The white
woman’s approach to the complaints of the black mamot towards understanding
the colonial problem but towards repressing the@oionial voices and insisting on
oblivion even if the colonial memory is so acutdthAugh she enjoys Louis’s
calypso beat and poems at first which are full oftuwral elements against
colonialism, she then says that “... | don't wanthear any of them any more”

(Phillips, The Shelter 46) as she can't stand hearing the fault of Hatexfamily.
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2.2.3.3. Black Man versus Coloniser’s Social World

Louis counts a number of instances of the socfétdities and discrimination the
black experience; that the barbers in England doMamt to shave the black, that he
was called a poet at school but now he is a railwasker, that the black are always
under the staring eyes of the white, and that thekbare forced to live, rather die in
a society like the shark forced to have a parthie deer, the wild pig, the fowl,
the hibiscus, and the monkey. Together with theserichinative instances, any
intrusion to the private life of black people i®thardest one to endure. It is believed
that the black were called to the mother countrweéok but they have children with
white or black women and cause the future genersitimdergo racial problems:

LOUIS: There are too many coloured men in this ¢guat one time. And the
children we left behind with the women, they arengao end up more women
than men. Just pretty-waisted men. Sexy prisomeEngland, visiting mum on
a Sunday.
[He laughs, then stops. Pause.]
But maybe they're soon going to have to start sends the food parcels and
the clothes. We, the pioneers, to make life bearédsl them. Slaves. (Phillips,
The Shelter 38)
Here, Louis emphasises one more time that theyhargrandchildren of the slave
fathers of the 18century.

As for frustrations in different spheres of life Bngland, the black man is
shocked about the climate and the weather in Edgianthey are not comparable to
the ones at home. In the descriptions that he maktsIrene, he refers to such
features of the industrial city London as “the smadurl aimlessly across a grey

skyline” and “the cold bitter air snapping into ghisun-kissed face” (Phillipsihe

Shelter 43). Other than these references to the coldnesshe smoky and grey air,
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he further talks about the inconsistent rain arel gloomy atmosphere during the
days:
LOUIS: And then go out again into the street whteelights are so bright that
sometimes it looks clearer at night than in the. deyd then it would start up
again. The rain. The rain, slanting hail tearing>gtosed flesh. When you can’t
afford a jacket or an overcoat even. (50)
The “exposed flesh” may imply the once expositiortite sunlight of the powerful
sun on the Caribbean islands. Yet, it may alsoyrtipé ‘unprotected’ flesh which is
left bare against the effect of rain as it is nmiustomed to the rainy weather. In both
of the situations, the “exposed” flesh belongshi lhlack man. Another point related
to the shocked black is the fact that he does ae¢ la coat or jacket as he is not used
to wearing them and moreover, he cannot afforduy dt the same time and this
latter issue is in relation to the economic andiadosituation of the blacks in
England.

If the frustrations in economic, social, and eveteliectual terms are considered,
the first impression that is got is that the blatén is forced to live marginally at the
beginning as a result of being demeaned becaus$gs afountenance although he
himself believes that he has “good hair and tips”li(Phillips, The Shelter 41). The
issue of blackness is the ultimate and the unclabigeéool through which the white
people can circulate their assumptions about tladioa between the appearance and
the mental faculties. The sentences from Louis’sutmaexemplify the situation,
“[pJoetry and that sort of thing is for rich whitgeople” not for the black ones
because “coloured men shouldn’t think too much’siBes, he assumes that England

overwhelms him and the other black people in hidybm the case of “books,

newspapers, pamphlets, leaflets” (41). In a wiag,lack are denied the intellectual
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capacity to read, to think, and to produce and they just limited within the
boundaries of an agricultural land to work on, ¢at‘cane” (41).

Another dimension to this limitation is a criticahe because the black are sure
about the fact that as long as climactic conditignsvell and as long as they work, it
is impossible not to get profit from the land ireithhomeland. However, the case in
England is different as the black cannot earn enaugney, suffer from hunger, and
lose weight because they are black, because theyotbave enough intellectual
capacity, because they cannot recite poetry, aoduse/so they do not belong to the
high class as Louis indicates. This state is alsmething internalised by the
Caribbean people. The first migrants of 1950s alsmt their children to get
education, to be a doctor, or a teacher, or anfegsidn among others. However, to
be a writer is much more than these and this isvélnethat Phillips prefers and so he
disappoints his parents and the British. The baoh@wmic conditions they are
exposed to are more obviously represented whenslioes to save his cigarette as
he sees that Irene has one package and his clatrheglcannot afford a match as he
Is saving for the future. He has to save even etg@rand match as there is no
another way he can survive in England and he cdmagk to his own homeland with
money.

The economic and social hardships that the blagk baundergo in England are
reflected more strikingly towards the end when tienapts to compare and contrast
his first days in England and his present situatiime state which Louis is in is a
kind of reflection of the feelings that Phillipschahen he went to his homeland St
Kitts, which is about to take its independence fribie English, in 1983, in the same

year of the first performance of this play. He s#yat “most of the houses [were]
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still battered” (Phillips, “St Kitts” 139) and themwas the reality of “the poverty of
the young and unemployed population, who [were] starving but who [were]
evidently suffering from a poverty-related malnum” (140). That is why he can
establish such a strong contrast between the Garbislands and England although
he was not at an age to remember his homeland5#fs19 he impression that Louis
gets from the lights from a cinema, its streefffitrdights, roundabouts, lampposts,
and chimney posts is appalling in London for himnagst of the houses in his
homeland do not have proper electricity. Beforensumwerful lights, he feels he has
to take “shelter” in a shop doorway as it is timgpressive industrialism and so-called
civilisation that make the black go for a shel®ibe protected from being regarded
as “the other”.

To feel that he is “the other” is directly relatiedthe “abandonment neurosis” that
he suffers as a result of the frustrating and atieg attitude of the mother country.
The relation between the two terms is explained@GyGuex who observes the
occasional usage of the term of “the Other” inlmguage of this neurotic. For him,
“to be ‘the Other is to always feel in an uncontédnle position, to be on one’s
guard, to be prepared to be rejected” (qtd. in RaBlack Skin, White Masks 57). As
the “civilised” things are new to him, they seembsautiful and he is new to the
white so he becomes “the other” and the one whis faad who is feared of. He even
adores the sweet smell of the British railways jastthe first train of civilisation
seems so nice to the people of the new lands. Henvesongs of experience” are to
be different from these “songs of innocence” and tiberating and civilising
atmosphere turns out to be the prison-like placettie black in which they are

oppressed as he himself reflects, “Over two yearthis place now and | still feel
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like a sparrow not an eagle” (PhillipEhe Shelter 49-51). He is a sparrow in relation

to the eagles of England; he is doomed to be a®paas long as the eagles are the
owners of that land and as long as the English arras the representation of the
eagle and the lion excluding the sparrow and theradpecies.

These realisations of the black man about howhhngs$ are going on in England
and this “pbrutal awareness of the social and ecanmorealities” result in
“disalienation” (Fanon, Introduction xiv). The bkaman is no longer the one that is
hidden under a roof to be sheltered against th@awk as he gets familiar with it.
However, as it is seen in the way that Louis exg@eshe first and the later times of
his in England, he is not so pleased with thisisaibn process. The bad economic
conditions that they are to live in and the “inedrpation or rather epidermalization
of this inferiority” cause them to have “inferigritomplex” (xv). The economic
frustrations and hardships have such an effecheniriner world of the black man
that they prevent him to follow a healthy life imifain.

A further dimension experienced as a part of theiasdfrustrations can be
indicated as the religious one. It is a kind offration that the black are pushed into
by the white who make them convert to Christiaiaityl at the same time deny them
the rights and the promises that Christianity ipezted to provide. Hence, for the
blacks, Christianity becomes the promising andisivig religion of the past, of their
childhood, or their times of innocence, as Lousadly states: “I don’t believe in
God any more[,] I'm not a child any more” (Phillipbhe Shelter 40). God of the
white and the religion of civilisation turn out b& another frustration that the black
face in the mother country. In addition to thiggielus one, another frustration in the

social arena is ‘naming’ which may also sound bkkind of imposition. The white
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tend to change not only the religions of the cadedior the minorities but also their
names as a condition of their getting the righlite among the English. Although
Irene is so much in love with Louis in every teshe does want to call him with an
English name while talking aloud in the pub:

IRENE: Another pint then, Casey Jones.

LOUIS: Casey who?

IRENE: Another pint?

LOUIS: My name is not Casey.

IRENE: Sorry. (39)
Such conditions as conversion or being named withtheer name are the ones that
the black have to conform to as they are to bemalsged not integrated in the
English society although they were hoping to beeptad unconditionally as the
natural parts of the mother country. As a resuingg named just like conversion
gets a place among the instances of frustrationttieablack are made to experience
in England.

As a result of these frustrations, the black maesdmt want to accept the baby of

a hybrid relationship or to go on living in this ther country. Fanon resembles the
situation of the black man denied by his master muather country to that of an
orphan abandoned by his mother:

| do not want to be loved. Why? Because one dayers long time ago, |

attempted an object relation and | was abandonédvé never forgiven my

mother. Since | was abandoned, | shall make therahffer, and abandoning

the other will be the direct expression of my némdevenge. | am leaving for

Africa; | do not want to be loved, and | am runniagay from the object.

(Black &in White Masks 56)
Louis who attempts to be a part of Britain as he &ssumed the language, religion,

and land of the mother country as his own is likeg who is a part of his mother by

assuming her language, religion, and blood as Wis ones. What both of them
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experience is the fact that they have been abaddoype¢he “mother”. That is why
they want to abandon and so to take revenge. Tieegudfering from “abandonment
neurosis” and “the Other” conflict and these sufffgs characterise the position that
Louis cannot take himself out of throughout theydad that causes him to think of
leaving the mother country. This is the situatiomck Fanon calls the black to get
rid of and Caryl Phillips makes himself get ridibin accordance with Fanon’s ideas
and decides to stay and to warn people againsaligcethnically, or physically
constructed identities.

In two acts, Caryl Phillips rewrites the history adlonialism and shows the fact
that the reality of the past about the inevitalbéesic between the civilisations is also
the reality of the present and maybe the futur¢h@ilgh the playwright constructs
these clashes at the beginning, they are latemdé&tmted by themselves. Britain is
no longer the Britain that can do on her own arat th alone as one nation, the
Caribbean in Britain is no longer the Caribbear thtes a homeland to go back to.
The age is pregnant like Irene and it is aboutive dirth to the hybrid generations
that will describe themselves beyond national baned, ethnicities, colours, and
religions. The play has two acts and two charasegeesenting the two sides of the
world neither of whom is superior to the otherfeliént time periods which disturb
the narrative order of colonial works of literatmed science; cultural elements like
calypso-jukebox, carnival-theatre, island-pub, sin; and many others which are
together side by side as well as against each .dthisra Caribbean representation
that combines the past and the present to maka ane, a third one, a hybrid one,

which is a way both of reconciliating and of beumtigtinctive. Thus, inThe Shelter,
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Phillips manages to make the postcolonial thematacerns powerful in his

narration with the help of these technical elements
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CONCLUSION

Postcolonial studies are concerned not only with plost-colonial and post-
independence state in which the former coloniseglons are from the African
countries to the Caribbean islands but also th&itons of the minorities who live
in the lands of the former colonisers such as HEmhlahe postcolonial period,
wherever it is experienced, carries the tracesotintalism even in its name and at
the same time it exhibits different characteristiosm it as it is distinctive in
temporary and theoretical terms. Postcolonialdiigne which gets caught in between
these dual aspects cannot keep itself from refigdinese dualities in its works of
fiction, poetry, and drama.

Postcolonial literary works wanders over the basdefr these dual spaces and
they are doomed to be kept in between the twottoadi, one from the coloniser and
the other from the colonised. In the case of theibBaan, which this thesis is
primarily concerned with, the tradition of the colged is comprised of more than
one specific source. Although there are still ietigus Caribs even at a certain
number, the black people living in the Caribbeamedrom different countries and
even from different continents. That is why ithe tCaribbean experience of diaspora
which is identified by Stuart Hall as the first atite original diaspora. The other
diasporic movements are put by him in the categbtiie twice diasporised ones. As
a consequence, black people from the Caribbean atitleast one experience of
diaspora find themselves in between at least tadittons, belonging to none in
complete sense.

The writers who grow up in such a postcolonialestatd themselves within this

context; they are in between more than two worlis fare situated around the
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Atlantic. Derek Walcott and Caryl Phillips are ttveo postcolonial men of letters
whose plays this study analyses in relation to sudters’ hybrid literary character.
Derek Walcott is a writer, poet, playwright and @aphillips is a writer, novelist,
and playwright under the influence of Europe, Am&riAfrica, and the Caribbean
not only in terms of geography, lineage, or tralat also in cultural, linguistic,
literary, and historical senses. However, while ¥tlhas preferred to live as a part
of the Caribbean, the once diasporised, Phillipghe other hand, finds himself as a
British cultured but Caribbean originated literdigure, that is, twice diasporised. It
is the postcolonial state that is more in the fovagd in Walcott’'s works, though not
in ultimate sense. On the other hand, the livesthadlifficulties that the Caribbean
minority encounter in England is what generallyaams Caryl Phillips’s works.

In order to exemplify best these properties of wWriers, the two plays are
selected for this studyPantomime, which is set in Tobago, reflects upon the
postcolonial conditions on a once colonised Caambhsland in terms of economics,
social institutions, and constructed binary opposg between the white and the
black. What is revealed in this play is not onligiad of representation of Walcott's
postcolonial experience and art but also one ofatteas that postcolonial studies
cover as it focuses on the once colonised landaddition, it provides an example
for the first step of the Caribbean diaspora besabe black man living on the
Caribbean islands is the descendant of the slanmgybt there hundreds of years
ago. As toThe Shelter, it is set on an ambivalent island either in Adrior the
Caribbean in Act | and in a London bar in Act IIhd is argued throughout the play
is the identity struggle of the Caribbean minosigce the time they come to Britain

in order to restore the mother country. It is apiom Phillips’s own experience in
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Britain throughout the generations of his paremt®n of his own, and of the
contemporary Caribbean men. At the same time, r@piiesents the life conditions of
the once colonised people in the coloniser’s l@neixemplifies the other part of the
areas that postcolonial studies are interesteBesides, it is the second step of the
diaspora that the Caribbean people have undergotheir history, that is, the people
staged in this play are twice diasporised.

The condition of being in between the two tradisar more is reflected along
these two aspects of postcolonial studies and tiesedifferent kinds of the
Caribbean experience. How the Caribbean peopléinhgbrid places in the once
colonised’s and coloniser’'s lands is what is resgaih the plays. This state of
hybridity is observed in the playwrights’ repressin and manipulation of history,
literature, and language with the help of the cttara within postcolonial context.
These three are very important fields of study ugtowhich postcolonial writers
express their challenging thoughts against thentalist empire and at the same time
imply the inevitable hybrid space where their clotaes are shaped.

As the slaves brought to the Caribbean islandsipreoted from different parts
of the world especially from the African continetliey have a disconnection with
their history. In short, they are left without liges for the sake of the imposed
History of the West, which is linear, teleologicptescribed, and colonial. What the
postcolonial men of letters, including Walcott aRdillips, do is to rewrite the
History from their own perspective, to dig into itherigins, in this case those from
Africa, but not to get lost while tracing the rootnd to produce the distinctive

Caribbean history including all.
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In the plays, the two-act division is a kind ofcdastruction on its own
committed against the linear flow of the Historyt e act of reinscribing the notion
of history takes place in different forms. Pantomime, the first act seems to
represent the postcolonial state in the senseittssitl reveals colonial impact. The
setting which is constituted of a beach intrudedabyivilised hotel is the most
significant indication of this state. The black marblack and white wearings and
without shoes, the white master in white and latgted, the idea to re-act the story
of Robinson Crusoe, and the roles in binaries are the facts that evetcthe audience
in Act | by allowing them to go back to the coldrdays from the present. At the end
of the first act, the crisis between the repredamtdlack and white characters rises
to its peak.

Then, in Act Il, the second phase of the post-irtejgence period is observed in
which the roles are bound to change and to be shalkee characters change their
roles continuously not only as a part of their pamime but in real sense. The
master-slave relation turn to man-to-man one sdlthek role is not superiorised to
the white coloniser role but the binarism betweent is questioned, blurred and
translated in the hybrid space. Although the podependence period is hard for the
once-colonised people especially in economic teanukit seems to be a continuation
of the colonial period, there is a second phasehith the changes will come into
being just like the postcolonial period that folwhe colonial one. In this way, the
playwright deconstructs the linear developmenthef history that has been doomed
to flow in the same direction so far.

In The Shelter, again by means of the two act construction, tagwright blurs

the distinction between the colonial past and thstqolonial present. The effect of
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the setting is again important for the aim of cadbmnd postcolonial implications.
Act | takes place on an island which can be anyfomma Africa or the Caribbean or
from any part of the world that was once under mialbrule. This act is in 18
century and it re-presents the first encounter loé tolack and the white
representatives. However, the black man has Britishtity, he claims right on the
English language and country while the white worsaes him still an ‘uncivilised’
slave. The naked feet of the black man and one shtiee white woman, degrading
approach of the white towards the black, the desfishe black both of his own and
of the coloniser’'s imposed languages and homelats$,the black man’s reciting
the colonial history before f&entury all have colonial implications.

On the other hand, Act Il stages its charactergantemporary setting in a
London bar. The occupation of the black man chariges slavery to industrial
working just as the other black manRantomime from slavery to hotel service. The
white woman is no longer so harsh and prejudicednag him though their affair is
not accepted by the British society. The time cleanffom 18 century to 28
century, the black man moves to the land, language,culture of the coloniser but
some roles and assumptions resist changing. Howévés possible to see the
dependency of the mother country on the previolenoees as embodied in the white
woman'’s on black man. Although the black man icddrto conceal his wish to
integrate into the British society, he does notthesto express his British identity,
in between the English and the Caribbean, neithisr ior that just like neither
Robinson nor Friday characters iRantomime. In accordance with such a
construction of the setting, characters, and ths, dlee playwright deconstructs the

one way of the colonial history.
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Apart from the deconstructive attempts of the plagiats against history writing
by means of some technical tools, it is possiblén out various challenges to the
European colonial literature and language. Hantomime, the colonial text of
Robinson Crusoe is rewritten and re-acted by the characters rohfa reverse angle
but from a hybrid perspective. While the white ntiaes to rewrite it in a satiric way
in which the roles are the same, the black marct®+tin a hybrid way in which he
is the master but not the ultimate coloniserThe Shelter, the beach is used for the
same aim on which the shipwrecked black and whitgacters lie, which is a scene
used as setting in most of the colonial narrativés. opposed to the European
versions, the black man is also shipwrecked asrabweof the British family, he is
the one who builds the hut and who saves the wotean first from drowning, then
from hunger and sunlight. In both of the plays, skt binaries in colonial texts are
deconstructed, rewritten and re-presented in aidhyimy.

As for the linguistic aspects of the deconstructiamguage use is observed in
different ways in the plays as a result of theetdht experience of diaspora and
colonialism. In Pantomime, Creole and English are observed side by side.
Considering the historical development of the Greahd other dialects in the
Caribbean, it is obvious that the Caribbean peti@éecome from different races and
languages and that encounter with the languagkeoimaster have no choice but to
find out a new language comprised of these linguisaces and different from the
all. The duplicity of the language appears in thaypas a direct result of the
experience of colonialism and slavery. On the otrerd, inThe Shelter, what the
white woman and the audience are surprised byei€tiglish language of the black

man. Also, there are not any stage directions attmubroken or Creole character of
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his language. The experience of this black maruded one more diaspora and one
more time going away from home as an addition eoGlaribbean diaspora. That is
why his language is different from that of the anePantomime. Although Caryl
Phillips has plays that have Creole effect, thisypk especially preferred among
others for this thesis in order to point out th#edence that one more movement
creates in the language of the black man. Whildénformer play English language
is disturbed by the production of its varieties tle latter one it is claimed by the
black man as his possession as well as the whitésmim both of the cases, it is
obviously observed that English language is nodonige possession of one nation.
Pantomime and The Shelter are two important postcolonial plays that represent
such hybrid and challenging aspects of the postcalditerature in historical,
literary, and linguistic terms. They provide th@nmesentation of two different forms
of diaspora, in the once colonised land and inldhd of the coloniser. They do this
in two acts, with two characters, and by drawingrdton to the second phase of
every period in history, the second version of gJéerary piece, and the second
form of every living language. These ‘second’s ddb’s can be increased in
number but the point is that there is an ‘other'some ‘other’s that do not let the
‘first’ ones live at a superior level without thesairbance of the others. The reason
for this fact is that colonialism and the forcedwamuntary diaspora ‘tainted’ the
‘purity’ of the English history, literature, andniguage. This study has attempted to
show how this case is given voice by the Caribbgastcolonial playwrights and

especially by the very power of their deconstruetechnical tools.
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