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Abstract

This article sets out to explore the implicatiorfspostcolonialism for Irish identity
politics, through Tom Murphy’A Whistle in the DarkThrough the characters of this
play, who struggle to define a coherent nationehtily for themselves in the industrial
city of Coventry, Murphy depicts the reality of modéreland by locating the play in the
pathology of the alienated individual who contraslithe hegemony of Catholic
bourgeois nationalist Ireland. By contextualising tminal aspects of Whistle in the
Dark, the primary aim of the article is to focus onstheontradictions and the resulting
indeterminate identity that lies at the borderlimafs Irish culture. This analysis is
informed by Homi Bhabha's concepts of hybridity amdmicry in relation to the
dynamics of colonialism. Through the sense of failthat permeates the play, and the
desire to escape the confinements of constructedtityl categories, which restrict and
trap the characters within ascribed identitids,Whistle in the Darkexplores the
boundaries between essentialising narratives g identity, and a non-dialectical space.
The nature of identity is further complicated by Bha's hybrid voices and
performances that allow for an indeterminate pltyabf identities to exist in these
liminal spaces where they are forced to make thein private myths fuse with the
contemporary public identity they must inhabit.

Key words: indeterminacy, identity, postcolonialishybridity, mimicry, ambivalence,
agency, mythology, performativity, interpellation

I

A Whistle in the Darkwas published by Tom Murphy in 1961 in the
immediate aftermath of T. K. Whitaker's 1958 Pragnae for Economic
Expansiort. This programme was to explode questions of Iriniity,
translating economic reform into cultural reform psesenting serious
cultural and socioeconomic changes to a countryGlwlup to then, had
experienced nationalism as the great binding fattt&t united all
discourses. Consequently, the nationalist ideolofjya single unified
society was exposed by the alienation felt by mianlyish society as it

1 T. K. Whitaker was Secretary to the DepartmenEivlance and is credited
with introducing a national recovery plan in thenfoof his Programme for
Economic Expansion.
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transformed from being a “beleaguered colony twstgplonial nation
state” (Paul Murphy 2001: 224). This transformatioh nationalist
ideology into something questionable called intingdreland’s fixity,
unity, and homogeneity, replacing it with disruptiodisunity and
discontinuity.

The disruption and alienation caused by such sooi@mic changes
is central to the work of Tom Murphy. Through thetamed Carney
brothers ofA Whistle in the Darkwho, having come from rural Mayo,
struggle to define themselves in the industrigl oit Coventry, Murphy
focuses on the dignity of the human being, whosscels, identity and
dignity have been taken away from them throughrtkeetrapment in
impossible spaces (O'Toole 1994: 57). Through thes@racters, who
have no power and no voice, Murphy's drama raiskssarts of
uncomfortable questions to which there are fewarify, satisfactory
answers. His theatre is one that consists of potdrgences that
frequently interrupt, demanding our attention ipatrayal of the bitter
economic facts of poverty, emigration and politickdology, through the
intimate actions and thoughts of his charactergldbeKiberd describes
Murphy as, “the most subtle chronicler of the emigeoisification of
rural Ireland” (Kiberd 1996: 612), who locates hisama in the
“pathology of the alienated individual” (584). Mimygs work has been
described by Colm Taéibin as “raw, visceral, and gdilate,” containing
images of “pure violence and hatred, and peopleo]wieally don't
belong” (Toibin 2012a: 5).

Murphy is not a political dramatist, yet he managespaint a
dialectic of Ireland’s past and present by contitadly the hegemony of
Catholic bourgeois nationalist history with the negsed discourses of
subordination. He attempts to move Irish theatrgobd essentialist
identity politics that define both nation and nagbsm. He doe this by
engaging with characters trapped in a space justapdetween the
optimism of the 1960s, and the despair felt by magough the
experience of limited opportunities. The timingfoiWhistle in the Dark
the text central to this article, is thus importamtthat it is set in the
aftermath of what Toibin describes as “an era afe puope, or pure
illusion” (TGibin 2012a: 37). Despite being writtemore than fifty years
ago, A Whistle in the Darlhas re-emerged onto Ireland’s stage with a
renewed dramatic force, in the aftermath of anotime of pure hope
and pure (dis)illusion—The Celtic Tiger. The quesf raised by
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Murphy in the historical moment of the 1960s areeoagain as relevant
now as they were then.

Murphy's work marks a precedent in his attempt égotiate the
limits of a tradition in which his characters dot mauly belong. Téibin
refers to Murphy’'s emigration plays as represeveatiof the
uncomfortable truth of dispossession, whereby alevictass of people
were dispossessed as Ireland gained its freedoini(rO87: 29). Thus,
the play can be said to represent a social critafude Irish State. The
characters of Murphy’'s drama embody the alienafielh by those
trapped by the oppression of Ireland’s economiditipal, social and
religious reality. Murphy mixes disillusion with alme and self-hatred,
where the experience of real dispossession becoangslace of
metaphysical loss, and where characters are acatgbre of their
position in society.

The social critique that emerges in the play cornem the felt
contradictions of the postcolonial state that defiMurphy’s drama, and
which is central to postcolonialism in Irish litemee. His work raises the
larger question of what studies of identity meanteirms of postcolonial
discourse. While postcolonialism is a theory graahih the historicity
and teleology of imperialism, colonialism and itkeemath, it has
become productive to move beyond such narrow defid of
nationalism or authenticity to disciplines of treoimation, otherness,
ideology, gender, class and subaltern studies.€elmerpretations give
rise to what may be described as borderland igestitdies, where the
subject is identified through new configurationidéntities, rather than a
single “postcolonial identity? In light of these mutable discourses, the
study of the formation of identity has thereforeoyen elusive. It is
therefore reasonable to explore specifically whatunderstood by
postcolonial identity politics, with particular e¥Ence toA Whistle in the
Dark, and the sense of betrayal felt by its excludedradtars who

2 For a further discussion on this see Lloyd’s “Reljey Ireland in a
Postcolonial Frame” which argues for an extensimaration of the “notion of
multiplicity” as opposed to homogenous postcolotfiglories (Lloyd 2001: 14).
Similarly, McClintock tries to move postcolonialetbry from a simple binary
which “marks history as a series of stages alongepwochal road from ‘the
precolonial’ to ‘the colonial’ to the ‘postcolonialbringing with it the

implication that colonialism is now a matter of thast” (McClintock 1998:
1186).
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represent contested categories in what is now an afgmultiple
belongings

This dilemma of borderline existence and its resilteffect on
identity formation is what Homi Bhabha refers tothe post-colonial
“interstices” (Bhabhd994: 11). These are the liminal spaces that exist
terms of the construction of identity through terofishegotiation, rather
than a negation of oppositional and antagonisgémehts (Bhabh&994:
22). Bhabha argues that this liminal space emdrgesthe hybridity of
postcolonial cultures, but he moves the argumepoite the simplistic
notion of nationalist movements into one of culturanslation. Thus,
the struggles of violence and languageiiWwhistle in the Darlcan be
considered not simply about nationalist struggié,rather a struggle for
identity. What emerges fro Whistle in the Darln the archaeology of
its purgatorial spaces, therefore, is the impoktyibof determining
identity. The primary aim of this study is to focas those aspects of
indeterminate identity that lie at the borderlings Irish culture, as
demonstrated in Murphy’& Whistle in the Darkand attempt to explore
how these can be examined in light of a postcolgudtics of identity,
as subordinated by the Irish State.

This study is underpinned by the theoretical framswprovided by
Homi K. Bhabha, particularly his concepts of hyligicand mimicry, in
relation to the dynamics of colonialism. Bhabheaematits to direct the
reader’s attention away from antagonistic essesitiaentities to what
he terms the “borderlines of the nation-space,” an effort to
acknowledge what happens in-between cultures (BEh2884:147). He
explores this border or threshold through the lahiemphasising that it
is this “third-space” (Bhabh&994:218) which is central to the creation
of new cultural meaning, situated as it is betwessentialist forms or
identities.

Il

In The Location of CultureBhabha creates a series of concepts which
include hybridity and mimicry. These serve to umdi@e simple
polarities of identities of self and other, refagiinstead to the mixed
nature or even “impurity,” “foreignness,” or “mixeess” of cultures in
time (Bhabhal994: 68). Recent colonial writing has sought, through
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theorists like Bhabha, to move “post-Oth&irito what can be described
as the “third-space,” where stereotypes no longpresent fixed forms
of representation based on binary nationalist diss (Bhabhal994:
75). Instead, Bhabha is interested in showing holjestive identities,
as acts of translation, carry over from one placanother.

One of the crucial questions for Bhabha is the tpmeof cultural
difference, not in terms of essentialising or hoewiging a culture or
group simply because of shared traits, traditionstereotyping. He is
concerned instead with cultural difference as aeplaf hybridity, where
constructed identity is “neither one thing nor tither” (Bhabhal994:
25), and which alienates the forms of our recognitiBhabha asserts
that cultural groups, in terms of the politics dfefence, are not centred
on the margins, nor are they the “excluded terrthatcentre” (Bhabha
2000: 312). Rather, cultural location is always,Bhabha’s view, an
articulation of various intersecting and often estihg positions that
must be negotiated and translated in space and (Bd&). This
interstitial location occupied by the diaspora, théonised, the culturally
dislocated, and the subjects that do not fit neailp conventional
homogenous national and racial typologies, is whayeceptions of
hybridity emerge.

What follows then, according to Bhabha, are the iaatént effects
of hybridity and mimicry in terms of the subject ovis “almost the same
but not quite” (Bhabha994: 25), so that an alteration of identity occurs
Bhabha has coined the term “hybridity” to charastethis ambivalent
process within which hybridisation becomes thatcepavhere one
negotiates “the structure of iteration which infgrthe determination of
identity,” between agonistic elements (Bhal@94: 26). In this way,
identity is translated through strategies of appatipn, revision and
iteration, producing possibilities for those whe dess advantaged and

3 For an interesting discussion on otherness, Dirigtiges the question of how it
is possible to conceptualise contemporary idemtithout resorting to the same
old stereotypes that have become so ingrainedfénemeces to formerly othered
peoples. She asserts that colonial otherness aidyitontains and disavows an
alterity that cannot be articulated along the disime principles of the dominant
discourse. To bring about the deconstruction of Hiterity, defined as it is
through dominant discourses, Drichel suggests agagament with the
deconstruction of otherness in order to avoid rgllinto an essentialist trap
(Drichel 2008: 590).
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have traditionally had identity conscripted foriheBhabha argues that
cultural difference is a re-articulation of subjeity that is transformed
by the partial desire of hybridity into a “grotesgmimicry” (Bhabha
1994: 75). This does not “merely ‘rupture’ the distse” (Bhabhd 994:
86), but ruptures forms of recognition. Consequentiybridity and
mimicry translate the whole notion of identity, eaating it from
narcissistic identifications that are no longerlatitically articulated
through an “arrested, fixated form of essence” (Btal1994:75). For
Bhabha, nations and cultures are “narrative coastms that arise from
the hybrid interaction of contending national anttuwral constituencies”
(Bhabhal994: 2), where identity is negotiated.

Through the dual concepts of hybridity and mimid@jabha tries to
move his theory beyond the understanding and usieecftereotype, and
the notion of fixity, in terms of representationh@hal994: 75). For
othernessnot to be reduced to a stereotype, based on esdsgritleas,
another form of representation needs to be assubwchel describes
this as a “partial assumption of a stereotype” ¢bei 2008: 588), where
the other carbe andnot bethe stereotype. This “menace of mimicry”
(Heininge 2009: 34-35) of the coloniser and coledjs mutually
performing an inaccurate version of themselveshtodther, lies in its
misrepresentation, which is then taken for truthec&use of its
enunciation, repetition and misinterpretation, tp&stial representation
allows for a re-articulation of the whole notion id&ntity, and thereby
alienates it from its essence through a splittihghe subject. Bhabha
thus introduces the existence of the “third spa@iabhal994: 49),
where hybrid identity is enunciated and signifiethd where this
misrepresented mimetic stereotype can be recognideal third space
allows for a negotiation of difference between ‘ga@ations without
acceding to their foundational claims,” and whidherefore “both
challenges the boundaries of discourse and sulbtynges its terms”
(Bhabha 1994: 119). Consequently, this “interstitial peitpe”
(Bhabhal994: 3) takes the place of what Bhabha calls, fiblarity of a
prefigurative self-generating nation” (Bhabh@94:148). This disrupts
the “signification of the people as homogenous” dBia 1994: 148),
and thereby escapes any self-referential echo @tpier a postcolonial
analysis that is not weighed down by essentiaéistatives.

Extending his argument, Bhabha holds that hybridigy not
experienced solely as a physical removal from pldng also as a



Indeterminacy of Identity in MurphyA Whistle in the Dark 151

temporal space that allows for otherness to be memin light of a
temporality that disrupts the terms of stereotylpazdtural oppositions.
By looking at identity in terms of temporality, iittroduces a liminality
that is encapsulated in a succession of histonwahents: between the
shadows of a self-generated past, which is noretptabsent, and a
tentative present, which is not as yet properlyingef, but which
displaces the historical present. Hybridity thustdes the potential to
guestion identity in terms of a contemporary cuttirat is situated in the
past certainties of a nationalist pedagogy. Indigldidentity is thus
bestowed by tradition as a partial form of identfion, but rearticulated
through contemporary temporality, which is subjegif inscribed.
Bhabha argues that this “agonistic state of hytyidiof being in the
middle of difference, takes us beyond the multimalt politics of mutual
recognition (Bhabhd997: 438). In some respects, this agonistic state
exists because the once-colonised subject simaltesheoccupies a past
space in which there is a time-lag where postcalomielatedness
disturbs signified, subjective identity, and artitas the heterogeneity of
the nation (Bhabh&994: 148). What the hybrid space does, therefsre,
gives rise to a central “introjective movement akiaus identification”
(Bhabhal997:442), where culture and identity are thus a resuthe
events of history, in all their indeterminacy.

1]

A Whistle in the Darlhas been understood by many as an engagement
with Ireland’s colonial past, through its represgion of the experience

of emigration to England, the former colonial powehich displays the
stage lIrish figure in a heightened form of bruyalitnd drunkenness
(Heininge 2009: 2). Contrary to this, however, Qjlo claims thatA
Whistle in the Darkrepresents more than just an emigrant drama in its
portrayal of complex identity politics. O'Toole deibes Irish emigration

as a “demographic, economic and statistical fdmif’also as “a way of
seeing, and of being in, the world” (O'Toole 2038). He further argues
that a culture shaped by centuries of mass emigratind colonialism is
one in which realism is impossible, and where riaea are
mythologised (O'Toole 2012:30). This (im)possilyilidf realism is also
identified by Richard Kearney, who suggests thathwlpgising master
narratives can lead to both perversions and utpgiach that they can
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both incarcerate and emancipate the way subjedimetity is formed

(Kearney 1984: 23). This raises the question oftlagreit is possible to
represent a single, fixed reality of postcolonigdH identity on the stage.
O'Toole suggests that this is not possible, thatfaot, reality is

constructed in such a way that identity becomeswgle that is both
unfixed and uncertain, because of its shifting bdide existence, which
is set against constructed or essentialist idest{{D'Toole 2012: 30).

A Whistle in the Darkevolves around a social critique of these
myths and narratives that shows the growing ardijpdelt by the
Carneys, left behind by the postcolonial “New Ireld instigated by
Whitaker’'s reforms (Arrowsmith 2004: 318). In thdarly play, Murphy
compares the calcification of Irish identity as against the hollowness
of independent Ireland, where the old certaintfedass, race and nation
become contested categories, in what has beconsgearof multiple
belongings. He shows the intense frustration ofGhmeys, as they burn
with the memories of past humiliations. Throughsthéumiliations the
Carneys recognise that the language and identihemdic Ireland is not
theirs. This alienation, which they were taughtsahool through the
“certainties of a national pedagogy” (Bhabh@94: 142), from which
they were singled out for “special” treatment (Muy2001: 46), is made
apparent, and serves to show the hybridity of tigkeintity.

Through this hybridity, they not only sit on the rbder of
Irish/English culture, but are also juxtaposed ssrolass divisions and
the rural idealism of nationalist Ireland, whichntradicts the Carneys'’s
urban actuality. Bhabha makes the case that entggicdm not always
realise “how fully the shadow of the nation falls the condition of exile
(Bhabha 1994: 141). Murphy explores the psychological dfeof
moving from one culture to another, which can cleaegerything and
nothing at the same time, such that the “shadowh®fmation” (Bhabha
1994:141) remains as a psychological unease. TheeZdrothers are
still identified as the same “iron [men]” (Murphy@1: 165) they were
back in Mayo, only now with a wider and more dieersange of
antagonists to fixate upon (Harte 2012: 15). Evenchislel, the
protagonist who tries to assimilate and confornveesions of middle-
class, interpreted as Englishness by his familiaaisnted by the fact that
his desired identity makes him no less a “paddyEnglish eyes, or a
“tinker” in lrish eyes (Harte 2012: 15). Despite shiperceived
“successes,” Michael is still the victim of his leypmasculine clan that
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breeds in him a self-loathing, compounded by thansh and rage he
feels from his impotent desire to be other than Whds. There is a sense
of being trapped in a purgatorial world, among#&t tomplexities that
emerge from the entanglement of discourses thabdktcolonial nation
represents.

By writing in the aftermath of Whitaker's economieforms,
Murphy questions de Valera’'s nostalgic, essentiafision of Ireland,
through the representation of the harsh realitiethe Mayo “peasant
class,” forced to emigrate to industrial Coventnyd migrant act of
survival. The play exposes de Valera’'s essentiafisirian idyllic vision
of Ireland, by demythologising his representatiérihe West of Ireland
as “the last vestige of an essential Gaelic cult(iviurphy 2010: 219),
through the sardonic discourse and general brytalitthe Carneys.
Through these economic migrants, questions of igerdthering, and
agency emerge in the disconnect that occurs betevganticular kind of
postcolonial Ireland, in relation to the particitharof post-imperial
England (Arrowsmith 2004: 317).

The Carneys have ended up in Coventry becausecthwomy of
Mayo in the late 1950s is shown to have offeretelitMichael left
Ireland ten years prior to the 1961 setting of phey, and his brothers
have recently followed suit. His flight from his gtareflects the bid by
post-Whitaker Ireland to move towards capitalisdenmity: a modernity
that is seen to be anathema to the violence dpalitnin, symbolised by
Dada Carney and his sons. Instead of the tradltesrgimentality of the
agrarian peasant, the mark of success towardsl smbrancement and
upward mobility is signified by the acquisition @forofessional position,
such as the characters of Anthony Heneghan theiteathor John
Quinlan, the doctor (Murphy 2001: 28). Michael Gariwants Des, his
youngest brother, to be “something, respectablairfity 2001:18). He
wants to own his own home and be part of a “ciedisfamily. The
political utopianism of de Valera’s Ireland, refied in the play, is
shown in stark contrast with the failure of the mmmic utopianism of de
Valera’s nationalist protectionism (Arrowsmith 20@4.7).

This utopia is demythologised by Murphy, who sutgedrish
sentimentalism to a particularly strong critiquehene the myth of the
rural idyll has become, as Kearney argues, a paorethat has resulted
in a downright oppression (Kearney 1984: 23). Musdtlares “the
economy [is] destroyed since the demand for StidRa day badges
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fell” (Murphy 2001: 28). His vision of the Irish economy represents
everything that is opposite to the values of thé0E9 “opportunism,
meritocracy and cosmopolitanism” (O'Toole 1994: .6Pes suggests
contemporary Ireland offers little hope for theui@ and contrasts
Ireland’s postcolonial poverty, where he managegdb“a lousy few
quid” (Murphy 2001: 29 with the many opportunities he anticipates in
England, where there are no “slave-drivers,” or igtfgou don’t have to
lick no one’s shoes” (Murphy 2001: 30). Through insurgent act of
cultural translation, Harry inverts the traditiongdastoral image of
Ireland, subverting essentialist notions of idgntitn doing so, he
disturbs the dictates of nationalist nostalgia tiglo his use of the ass-
shoe as a knuckle duster, which he sardonicallgrideEs as a “souvenir
from Ireland” (Murphy 2001: 19). The conformity aodnstraint which
such Gaelic notions of identity represent are teded through the
rejection of these icons of nostalgic nationalisthis happens to the
extent that they become a space of transmutatiomerev partial
stereotypes are performed as (mis)represented stigfe figures,
through their brutality, violence and scornful sgeeatterns.

A Whistle in the Darks therefore not only an exploration of the
complex psychological effects of emigration, bugoabf the poverty of
the mind that has been instilled in Irish socidtgcause of a reductive
nationalism which shows how little has changed wlitn Carneys move
to Coventry. The Carney brothers, with the exceptibMichael, are the
same “iron men” in Coventry who now fixate uponaiternative range
of antagonists: “Blacks,” “Muslims” and “bloody Elighmen” (Murphy
2001: 11-12), all of whom come together to form erer growing
derelict population of exclusion and indeterminadgrry shrewdly sees
that social and racial hierarchies are shiftingadst imperial Britain, as a
result of immigration from England’s former colosj@nd acknowledges
that “if they weren’t here, like, our Irish bluedold would turn a shade
darker, wouldn't it?” (Murphy 2001: 11). He recoges their precarious
position, and is aware of the shame of being limskngland. However,
he also defensively asserts his Irishness throigance, and in order to
perform and protect the value of their identity aself-image the
Carneys have to fight the Mulryans, another Irigimcin order to shield
themselves from their true powerlessness. Thist fighnot merely a
result of antagonism, but also a response to timairginal status in
England. The new wave of immigration to Englandnfrber former
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colonies, which includes the Carneys, lacks a sehsmmmunity, and
therefore any sense of communal identity, existayy they do in
ghettoised forms of isolation. Through these newaliern groups,
instead of community, there exists rivalry as tlheytle to secure their
identity.

Michael, especially, merely wants to live a condofe life, and is
content with the basic improvements that come hag.wror the other
Carneys, particularly Dada, the existence of awstmeof people beneath
them provides them with an agency of empowermattatiows them to
feel a progression that was denied to them in M®gaala dismisses the
dubious roots of this assertion of agency. He thinénly of
“respectability when we’ve showed thenghd dreams of a shop with
“Michael G. Carney & Sons,” over the door (Murph§02: 39). They
haveto recognise him through these “triumphant” faikirBada’s desire
to build up an identity, in whatever form, can b@amined in relation to
Bhabha’s concern regarding the reconstruction atqmbonial identity.
Thus, through hybrid acts of translation poisedveen the competing
claims of seemingly homogenous wholes, it is dificco determine
one’s identity.

Typically, one of the ways in which the postcoldmation forms
identity is through the invention of an enemy. Umibé-co suggests that
“having an enemy is important not only to definertty but also to
provide an obstacle against which to measure [psg&tem of values [.
. .] to demonstrate worth” (Eco 2012: 2). Thus, witeere is no enemy,
an enemy has to be invented, or one risks losirgsoidentity. InA
Whistle in the DarkMichael represents the internal enemy, the person
who offers the remaining Carney tribe a sense bésion, and therefore
a stable sense of identity through their distamoenfhim. In an Irish
postcolonial world the English are no longer theepsible enemy; they
are now just “the bloody Englishmen, the lousy istghen” (Murphy
2001: 103). Where the English-man or the protesteas the traditional
enemy in Ireland, the enemy is now translated alothgr racial and
religious lines, for instance, the “niggers,” thadcks,” the “muslims”
(Murphy 2001: 100). The enemy also exists withigitlown ethnicity, in
the form of the “Mulryans” (Murphy 2001:09). However, the enemy is
very often not those who pose a direct threat. &attan representing a
real threat, highlighting the ways in which thesemies are different,
the difference itself becomes a symbol of whatheedtening in its
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ambivalence. Such an analysis is arguably used ighlight the
construction of colonial subjects as priori historical objects, and
therefore historical enemies or “others.”

However, as contact between people becomes mornglestirough
immigration and globalisation, a new form of “enérayises. This is the
person who remains outside, exhibiting his othesnlest also the person
within, who is a stranger, who behaves differeritike Michael, or who
speaks the language badly, as Harry does. Thisleaitypis exacerbated
by the diasporic nature of identity A Whistle in the Darkhrough the
setting of the play in Coventry, an industrial naigr city in England.
Coventry represents a hybrid space indicative afseh wandering
migrants who “will not be contained within thgeim of the national
culture and its unisonant discourse” (Bhabha 2Q0&).3These migrants
represent “the marks of a shifting boundary thinaltes the frontiers of
the modern nation” (Bhabha 2000 315) bringing imoestion the
continuity of community and tradition as reified bgtionalist narratives.

Murphy's characters, inarticulate in themselves ambdodds with
reified narratives, do however manage to articutaée™ death-in-life’ of
the idea of the ‘imagined community’ of the natiqgBhabha 2000 315).
A Whistle in the Darks not simply a portrayal of the stereotype of the
Irish immigrant in England. Through the vagaries Hiberno-Irish
speech patterns, Murphy displays an unflatteringtutbing image of
Ireland that goes beyond the “narcissistic myti&tigbhal994: 40) of
Irish cultural supremacy. Through the festeringraggion and subdued
ferocity, Murphy shows the Carneys’s endeavourgrterge from the
colonialist shadow, where they turn from subjugatedsubjugators,
through a form of mimicry, in an attempt to compaasfor their own
inferiority complexes. The violence in the play exps weaknesses in
national cohesion, by asserting difference and siipa to the ruling
norms. Murphy moves beyond a mere refutation ofctiienial shadow
to show how the past has so damaged his chardotehe extent that
their perversities can be explained in terms othelogical deficiencies
and social injustice (Griffin 1983: 17). Instead thfe “resplendent
national life” (Bhabha 2000: 315), in circulatidwaugh the pedagogical
narratives of the time, Murphy’s characters canseen to represent a
disjunctive discourse that attempts to redefinetucal identities.
Through the grotesque nature of the Carneys, teerpaeals itself in a
transmuted form of identity in the present, revaplia space where
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Catholic bourgeois nationalism is contradicted Wye trepressed
discourses of contemporary economic hierarchies fEfis a history of

poverty and its psychological consequences of ahmggical forgetting

of the truth about migration and dispossessiomutin assertions of
positive nationalist “reality.”

The setting of Coventry also raises questions ef rilationship
between théther, the Irish and what defines Irish identity, cornptied
by the diaspora. Heininge asks the question of “loterness can be
determined when Irishness evidently can't be?” (lihgje 2009: 4). In
addressing Michael as a “British Paddy” (Murphy 20Q05), Harry
considers whether those who no longer live in thientry are still Irish.
Does emigration necessarily mean a forfeiture dfonal identity for
those who want to “fit into a place” (Murphy 20015). Michael is
chasing a mythical utopia in Coventry, deferring ttay when he must
confront his essential homelessness and the imdietzey of his identity.
Paradoxically, moving to Coventry has allowed heamtove beyond an
Irish society deeply divided by class, to one whalidrish people are
seen as the same: “paddies” (Murphy 2001: 15).Itiikness, however,
becomes a badge of shame, such that he suffergdisiinsionment and
rage that no amount of introspection can salve.sdéch for a “way of
being” yields only “puppetry, mimicry and rhetori¢Harte 2012: 15).
Michael’'s anguished admission: “I want to get oluthes kind of life [. .
.J. I don’t want to be what | am (Murphy 2001: &&)centuates his desire
to fit in, even though he reluctantly recogniseatthe has more in
common with his feral brothers: “We're all Paddax the British boys
know it” (Murphy 2001: 15). Michael's anguish isdicative of the
disillusionment with the fading dream of progressl @conomic success
which fuelled Ireland’'s transformation from “belesged colony to
postcolonial nation state” (Murphy 2010: 224). Richael, there is no
utopia in Coventry. The economic hierarchies obo@l oppression are
as present in postcolonial Britain with its shift global capitalism.
Whether it is in England or Ireland, the psychatadjiviolence imposed
by the demands of capitalism are reflected in thgsigal violence that
punctuates the play.

This violence in the play represents a savage rhetapf the
breakdown of subjective identity, from the deepiymate to the broadly
social, in a way that allows for an understandifghe complexities of
determining postcolonial identity through acts @nslation. Savagery
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replaces discourse, and can be seen as a reveabitaxt that highlights
the unspoken interaction between characters, andhwiepresents a
signal point of identification. Through their penfeativity, the characters
resist discursive conceptualization, and therebintam a silence within
the interstices of argument (Lutterbie 1998: 4@8)this way, “silence”
is used to address the question of the subject, aluvs for a
representation of self through absolute abseAc®/histle in the Dark
represents this absence in the failure of the $tatards the Carneys, in
the shadow of economic and social change. They baea alienated
from an unyielding and uncompromising Irish sociatyich incarcerates
them within a “mythic utopia” (Kearney 1984: 23)oisequently, the
translation of identity falls under a fatal straifhe tensions produced
cohere in the tortured figure of Michael Carneyd aesult in a night of
violence that both problematises and reassertdagitles around agency
and identity (Merriman 1999: 312).

The violence depicted in the play emerges from atigha
representation centred around a perverted versfothe traditional
faction fight, once a common feature of fair daysl anarkets in rural
Ireland (O’'Dwyer 1987: 35). For Dada, success m fight against the
Mulryans will restore respect to the Carneys, ieirthiailed attempt at
gaining economic status and move them beyond tipellation they
been repeatedly given: “Tinkers! Carneys! Tinkersikers!” (Murphy
2001: 77). This will atone for the various humilets Dada has had to
suffer in life. He is humiliated by being offered¢aretaker’s job by those
he saw as equals “at the club” (Murphy 2001:. 28) has had to leave
his job in theGarda Siochanand is now supported by his wife who is
“on her knees scrubbing [. . .] floors” (Murphy 20002). In contrast,
Pookey Flanagan, the road-sweeper, has educatemvhigamily from
the “dirt of the roads” (Murphy 200%4), with the result that “one of his
sons became an engineer, and there was a girb#étaime a nun, and
another of them was at the university” (Murphy 20@4). For the
Carneys, their economic failure has resulted ingeation and dubious
“enterprises” (Murphy 200138) that involve prostitution, bribes, petty
theft, drinking and fighting. The small council lreuwhich Dada and his
five sons inhabit also contains their violence dnastration. Even
Michael, who tries to save his youngest brothermfra life of
stereotypicalOtheringand abjection, succumbs to violence, when in the
end he strikes Des after much provocation by Ddds results in a
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decisive alteration of identity that disrupts thernfis of recognition
existing within the Carneys, up to this point.

\%

A Whistle in the Darlexplores forms of recognition. It therefore brings
into question the binary that marks the moment wloetlective identity
defined by an essentialist narrative, once unteaalle and
unrepresentable, is disrupted and now presentechyiorid form.
Narratives that were previously silenced or inaittite are, in Murphy’s
play, articulated in a performative moment thaemts to translate
identity through a moment marked by excessive loytyri Bhabha
claims that hybridisation is a “discursive, enutmig, cultural,
subjective process” (Olson and Worsham 1998: 3¢dying to do with
struggle around authority and its revision. Thigaflected in Murphy,
who in his own analysis of his characters, claimgbrtrays “inarticulate
people” who “don’t belong” (Téibin 2012b: 6). Themse the “ferocious,
angry” (Téibin 2012b: 5) subjects 8f Whistle in the Darkwho endure
the bitterness, stagnation and futility of strugdds Griffin states: “the
Carneys fight the world and each other with a figyoborn of inner
emptiness, frustration, and bitterness” (Griffin83917). The real task
for the Carneys, thus, is to figure out how theyg, sbjects, are
constituted in and by mutable discourses, congtdues they are from
“the well-worn pedagogies and pedigrees of natiamaty” (Bhabha
1994: 167). Michael lacks the capacity to definmgelf, and is therefore
defined by others. Dada and his brothers know héngapable of
withstanding the pressures they exert upon himdesti in Dada’s
declaration that “You can talk a bit, but you caatt. Actions speak
louder than words. The man of words fails the mbaadion” (Murphy
2001: 34). For Dada, words reveal nothing; theldgae of identity can
only come from the deed itself.

However, as Hannah Arendt suggests, disclosureghrdeed alone
cannot form “the unique and distinct identity oé thgent” (Arendt 1998:
180), and she argues that action without a specifiotity attached to it
becomes meaningless. Thus, in what should be amcettive space, is
in fact the attempted emergence of the self in dopeative space,
where disclosure is through deed, and where thialeek not control its
performativity (Bhabha 2000: 98). This reflects Bha's ambivalent
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movement between the discourses of pedagogy angeHermative

(Bhabhal994:149). Bhabha raises the question of wherientbagency:

through moments of recitation and discourse or utjnoperformative

actions? The Carneys in a sense “perform” idendity create the self in
this borderline community of migrants. By failing €nunciate their
identity discursively, they therefore have to rédor violence in their
attempt at forming an identity.

Judith Butler, however, argues for agency throughgliage, by
invoking Althusser’s understanding of interpellati®he argues that one
is not simply fixed by a hame, rather a name, erenthat is demeaning,
gives the possibility for a particular social egiste. Consequently, this
produces an identity that can give rise to an ueetqul and enabling
response, by inaugurating agency in the subjectlgBa997: 2). This
allows the subject to use language to counter ffensive name, and
thereby allows the subaltern voice the opportutotyesist and interrupt
it. Michael Carney is tainted by the appellation amiwardice by his
family, and is determined to resist the labels thidters put on him,
whether it is “tinker,” “paddy,” “jewman” or “jibbe” It is only when
Michael neglects to “be” himself, fights his yousgdrother and Kkills
him that he finds the agency to remove this taimt define his identity
as ascribed by his family. Ironically, it is at ghpoint where he is
physically strongest that his self-identity waversrough the denial of
his self-professed identity that marks him as ‘i¢hand through an act
of abhorrent violence, he ultimately fails to detare the civilised
identity he aspires to construct.

Developing this point further, the characterginVhistle in the Dark
find themselves set-apart, perceived through thes eyf others, and
interpellated as “pig,” “tinker,” and “paddy.” Harris ambivalent
towards his culture but, at the same time, proceéedsonsolidate the
fixity of the stereotypical Irish man through higbent, drunken, tribal
ways, and thereby inaugurate his own agency. Taggellations, which
have to some degree created meaning and “fixed” ithentities through
their performative negations, however allow for emabling response,
giving the Carneys’s agency of a sort. Therefodeniity, “Tinker”
(Murphy 2001: 77), or “Paddy” (Murphy 2001: 15) ates a
supplementary space for the creation of the Carrsysiron-men”
(Murphy 2001: 165). In acting, even if through “m@uwiolence” (Arendt
1998: 179), the Carneys enable the revelation ofgmal identity. This
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moves them from their fixed place of otherness e of subjectivity
and agency that puts others in their places (Dri2f@8: 598). Dada’s
desire to “show them” is an attempt to valorise twhas once demeaned,
in order to create meaning, and with it the agetcylefine identity.
However, by filling the supplementary space whid¢hs thame has
created, their identities are in fact indeterminatethey fill the space of
Othernessln doing so, they forego any essential ontologidahtity that
they might claim through their misrepresentationdgdentity (Drichel
2008: 598). Through the “colonial gaze,” the Camase at once outside
and inside their performed identity. This represethieir hybridity and
the indeterminacy of their identity, by introduciagsplit in Irish identity,
at the point where they try to articulate it.

By appealing to the nation’s authoritative narmtiWurphy draws
attention to the historical presence of Irish idgn{There are frequent
generalisations made against the “bloody Engliskinisturphy 2001:
12) through Mush’s ballads, which have historicatlgen used as a
traditional narrative form to illustrate Irish coial history. There are
many references to Irish stereotypical culturakfadts, such as “a
bonham [pig, which was kept] to run around thehett’ (Murphy 2001:
8), and the growing of shamrocks. In addition, Myrpefers to religious
and superstitious beliefs in the form of fairiesl é&prechauns, the power
of those “Holy Marys pulling strings” (Murphy 20015), and the
“pioneer pin” (Murphy 2001: 12). The hybridity ofiéntity through
traditional artefacts and narratives is exposed disdupted in their
present reality in Coventry, when Harry plays orutleentic” Irish
imagery through his “Souvenir from Ireland” (Murph3001: 19),
illustrating how contemporary narratives have cleahg Harry
surreptitiously interrupts fixity from his inter#l location, which
simultaneously obscures his powerlessness andilatés his presence.
This is achieved through the subjective qualiieted outby Harry as
agent. Despite the inability of the Carneys tocattite their identity
discursively, they have nevertheless become “bigesd (Murphy 2001:
37). They have constructed themselves through “specracesistance”
(Bhabha 1994: 121) to the pedagogical nation’s narrativeharity,
which signifies people “as am priori historical presence” (Bhaba 2000:
297).

Instead of an “enunciatory present marked in tipetigon [. . .] of
the national sign” (Bhabha 2000: 299), the Carnegsastruct their
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identity through the performance of identity. Ireithattempts at “trying
to be fly” (Murphy 2001: 38) through violence, pimg and extortion,
they are the “big names,” the iron men who haveotgd them”
(Murphy 2001: 39) what performed agency can do. Siigect is thus
interpellated in action: there is no subjectiventity before or after, but
only when the subject becomes an agent throughiguiéclosure
(Kapoor 2003: 572). Hybridity intervenes in the ekse of “authority,”
representing the impossibility of a determined tdgrand interrupts the
collusive sense of symmetry. The Carneys retaim gresence as “iron-
men,” Irish-men, and have become “big-names.” Beltare no longer
representative of an essence, and are now instegaati@l presence
transformed into a liminal signifying space thapresents the “tense
locations of cultural difference” (BhabH®94: 148), which leads to an
anxiety within the characters.

The anxiety that follows, particularly evident inidlael and Dada,
reveals the vacillating process of translation tieat at the border posts,
which Bhabha suggests “designate the double ternthere the resolute
intention to join a movement turns into the deemvimg current of
psychic displacement” (Bhabha 1997: 446). Michaalantity is split
ambivalently between various aspects of his lifdhese his past
encroaches on his present: the washed-up pastjifehavaiting to
happen; that part that needs to find its voice reate meaning, and
define his identity. As Betty remarks, Michael'sxaaty is reflected in
Dada, when he vacillates between wanting to be ¢t all” (Murphy
2001: 67), and his subsequent declaration thatatigthe is “proud”
(Murphy 2001: 67). Their identities do not, as segjgd by Bhabha's
theory of hybridity, live either in the middle gmoa of difference or by
the “straight arrow of emancipation” (Bhabha 19847). In this sense,
as Fuss argues, identification is only possible nwiteis placed in
Bhabha's ambivalent third space (Fuss 1995: 49)vd¥er, there is also
the risk of multiple identities which compete wihch other. An identity
that once appeared fixed is now quickly dislodgedking Michael
indeterminate to himself. In the breakdown of themiliar binary
boundary between those “lousy Englishmen” (MurpB92 13) and the
“Paddies” (Murphy 2001: 15) other borderline ideesi are established.
Thus the present opens up to reveal “a rigid cestem and the
hypocrisy of churchmen and politicians” (Téibin 2@16) that went
further to define identity than any nationalistnadire.
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The anxiety that Michael and Dada experience isetirinto a rage
within Harry, who sees the illusions of a cons@&iptlrish identity
collapse and fall away. Where Mush refers to tlmusy Englishmen,”
Harry reiterates the sentiment, but acknowledges rimany “lousy
Irishmen” (Murphy 2001: 13) too. Harry rejects thation of a collective
sentimentalist Irish identity, when he says thessusy Irishmen”
(Murphy 2001: 13) are not all the same, and difidedes between the
“fly shams” (Murphy 2001: 13), and “the holy onéMurphy 2001: 14),
all of whom he is alienated from. Harry moves baysmplistic binaries
of Irish and English. In the articulation betweéede two cultures, both
can be substantially transformed, depending on VYa@dtre they decide
to negotiate and articulate between themselvasisisocial stratification
or class, which the play indicates, then the comiggther of nationality
will not be defined by the previously assigned Higations of Irish or
English. These will be reconstituted in, and neseti through, a third
space which, in a way, disrupts any sense of tleecwitures doing any
kind of double dealing with each other in theimskations. Class will
now be viewed through a certain kind of postcolbmigration and
resettlement, through traditional Irish narrativa@sirishness, but also
through the ideas that the migrant community argd litcation in
Coventry brings with it (Olson and Wolsham 1998038ldentity is
moved beyond its former rigidity to one that resesawith an inevitable
indeterminacy with the translation from one plazanother.

The final scene in the play is indicative of theddéterminacy
portrayed throughout. The drama ends, not with daermination of
identity, but, following Michael's regression toolénce and the killing
of Des, with the evacuation of Dada’s enunciativaver. Thus “the
curtain falls slowly through the speech” (Murphy020 96), and with it
falls Dada’s final attempt at forging an identityn his pitiable
repetitions, there is in fact an utter failure @mnbs of forming identity.
Murphy presents a vision of Dada isolated in a eorof the stage
repeating, what are to him, his final attempts efamngful resonance in
his life. Unable to determine his identity, eithlerough his own efforts,
or through his son’s, the true pathos of his sitimateaches its climatic
expression, where, having just destroyed his fam#gnse of identity
through his provocation of Michael and Des, he gmés an unsettling
and pronounced sense of loss and indeterminacysifirtal utterances
“[. ..] Did my best [. . .] Itried [...].” Theslast words are determined in
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their utterance, but their final disproof has jbsten witnessed in the
actions and inarticulations of the characters agest

Vv

The characters iA Whistle in the Darkave been shown to specifically
represent figures of the dispossessed Irish, hotkeims of material
dispossession and their moral bankruptcy, whiclukeb essentialist
caricatures of the West of Ireland peasant idylleredetermined in
Irishry. Instead, through the gross caricaturehef €arneys, there is a
malevolence inA Whistle in the Darkhat leads to a cathartic relief
where certain forms of feral Irish identity haveebeleft behind.
However, this play directly implicates the Irishatt in its particular
stance toward the poor, the past, and Irishnesd| @f its indeterminacy,
and raises concerns central to the politics oftiderA Whistle in the
Dark is not merely about highlighting dispossession, higo the
repression felt by those who have been dispossestigtdrting their
identity through the construction of an over-defeed mode of
representation. This emphasises the dualistic @abiirthe Carneys’s
existence as both the absence of identity, but lhwlyiet contains a
presence which is definitely there.

Through the sense of failure that permeates thg plad the desire
to escape the confinements of constructed idemi@ggories, which
restrict and trap the characters within ascribedtities,A Whistle in the
Dark explores the boundaries between an essentialisingtive of Irish
identity, and a non-dialectical space. This is acspwhere identity is
constructed and performed against seeming fixitigggunded in
teleological narratives of postcolonialism. Insteafi identity being
forged through a grand narrative that unites thet pad present, there is
a disunity of time and space in which the CarnegsenThe characters
in A Whistle in the Darlare all devoid of purpose and alienated from
themselves. There is no determination that conndetsn. Murphy
questions the origins of indeterminate identitisstaelates to the extent
by which we can trust the nation with the formatioihour identities
through pedagogical narratives. Murphy pays cléngon to Bhabha's
interstitial spaces, which are beset by irrecobé#is These are further
complicated by the hybrid voices and performandest have been
typically silenced, allowing for an indeterminatenality of identities to
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exist. In this liminal landscape a space is creddedexhibition, and a
conscription that allows for organic change in pdut also for

translation and negotiation from one culture to then This

contemplation of liminality, of non-dialectical s of hybridity, allows
the characters to occupy spaces, where they ared@o make their own
private myths fuse with the contemporary publicniity they must

inhabit. In Michael's own words: “a lot of it is up a man himself to fit
into a place. Otherwise he might as well stay ahéio(Murphy 2001:

15).
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