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16. Human-ing Out Loud: Ontologies of
Disorder in a Musically Exemplified
Trans-Caribbean Option

Charissa Granger and Francio Guadeloupe

Abstract: Jouvay presents an ongoing conversation about how to human
in singular-multiple ways, instructing daaancers (Stines 2021) on how to
live differently — that is, sensitive to relations between species, spirits,
saints, mythical characters, and devils. Another ecosystem, disenchanted
by difference, is imagined and temporarily created in music and daaance.
This is a space and a short-offered time where how we play, sound out,
and daaance allow for different futures to be imagined and new forms
of human-ing that embrace relations with non-human animals and eco-
systems to be practiced. It is a refusal of exclusion and a move towards
making inequity inexact. Trans-Caribbeaning is to daaance flesh to
flesh, to be undone by the non-human, the epitome of which is sound.
It is to think, act, and feel with a community of minds firmly in the
tlesh of the world, contra liberal individualism and self-interest, racial
nationhood, and Man’s dominion over the earth. Its premise is that one
cannot tackle racisms, economic dependency, animal/land exploitation,
and the Anthropocene without interrogating humanocentrism and its
degradation of the environment. What would it mean to think our histori-
cal subjectivities as different yet connected? And to think our belonging

in terms of entangled histories?
Keywords: Trans-Caribbean thought; neerlandophone; humanocentrism;

music; human-ing; relationality

On any given night, even with history against you in any hardscrabble place,

beauty walks in. The ruin of history visited on a people does not wipe out the
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330 CHARISSA GRANGER AND FRANCIO GUADELOUPE

steadfastness of beauty [...] Beauty, it seems, is constantly made. For some, to
find beauty is to search through ruins. For some of us beauty must be made over
and over again out of the sometimes fragile, the sometimes dangerous.

(Brand 2002, 193)

Introduction

Cowbells/campana; chapi — the metal part of a garden hoe, a plantation
tool; agan; triangle; wiri; the metal tines of a caha di orgel that are plucked
by hammered nails; iron, the brake drum of a car wheel; giiira/scratcher,
tin hammered by hand with a nail to create over 5000 ripples that are
scratched with a steel afro-pick — the comb that scrapes the giiira. Cymbals;
steelpans, repurposed oil barrels. Steel-weighted sledgehammers struck
against a flat-head steel nail, creating grooves to isolate pitches. Handmade
manipulated tin, steel, iron, often brought to fire to burn the chapi and
the steelpan to produce the requisite sound, to create beauty, to enable a
different way of human-ing: of playing human.'

Indeed, in playing human — that is, in practicing human-ing — works of
beauty were created by peoples in the Caribbean, doing so not in opposition
to, but rather in apposition to, the overrepresentation of Man (Wynter 2003).
Describing several musics, instruments, and popular cultural practices of
musicking, which includes dancing (Small 1998) — that is, doing life together
— I-and-I consider apparitions that refuse non-relational philosophies of
identity. This chapter thus foregrounds multiple ways of human-ing, which
is again performing humanity in concord with other expressions of life,
performing their performances.

In doing so, this chapter argues for a trans-Caribbean option: an episte-
mology and methodology based on an ‘ontology of disorder’, a processual
poly-rhythmic paratactic ontology expressed from the neerlandophone
world. This world animated by relations offers other possibilities of co-
creating Caribbean becomings with the blackened in the region: Afro,
Indo, Sino, Indigeno, and yes, Euro, and those with Mediterranean and
Near-Eastern extraction too. Negative discrimination belongs to the world
of Man who never missed the opportunity to blacken — and thereby to
profit and extract.

I-and-I, as Rastafari say in lieu of ‘we’ who are always other to, othered,
and are — in our practice of human-ing — more than that grammatical

1 This chapter invites the reader to listen to the referenced songs offered via the links provided.
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HUMAN-ING OUT LOUD 331

imposition, play here with Sylvia Wynter, who extends on Frantz Fanon’s
thoughts that there is an urgent

need to initiate the exploration of the new reconceptualized form of
knowledge that would be called for by Fanon’s redefinition of being human
as that of skins (phylogeny / ontogeny) and masks (sociogeny). Therefore,
bios and mythoi. And notice! One major implication here: humanness is
no longer a noun. Being human is a praxis. (Wynter and McKittrick 2015,
23, emphasis in original)

So, yes, playing, performing, practicing! I-and-I bid farewell to the analytical
category of the human, which is a conception of a thing-being in the world,
fabricated by those who sought to thingify or rather blacken people outside
of Europe. Instead, I-and-I claim, embrace, and write about

an irremediable homelessness common to the colonized, the enslaved,
and the enclosed. This is to say that what is claimed in the name of black-
ness is an undercommon disorder that has always been there, that is
retrospectively and retroactively located there, that is embraced by the
ones who stay there while living somewhere else. Some people relish
being a problem. (Moten 2008, 187)

It is better to be a problem practicing ‘an ontology of disorder, an ontology of
dehiscence, a para-ontology’ (Moten 2008, 187), whilst living in the clutches
of the elsewhere of the epistemic-ontological hegemony of Man and its
race-full fabrication of humanity.

Those in the social sciences who are drunk with empirical logic may say
‘but the people you speak about don’t talk that way’. No, they do not! Rather,
they sound it out in their laughter, joy, movement, banter, food preparation,
commensality, gestures, onomatopoeia, poiesis in material culture, and, yes,
in music. Ontology in such creative practice is always already disordered,
its dismantling always already part of the imagination.

Today, I-and-I do so with carnival and other fétes with big trucks that
carry high-voltage speakers, sound systems, and these instruments on their
flatbeds to sound out the music made with the instruments mentioned
above — Soca, Bouyon, Jab, Dancehall, Calypso, Cadense, Gwo ka, Reggea-
ton, Kompa, Tambu, Tumba, and Roadfire, to name but a few. Most of the
blackened in the Caribbean theorise and critique in their doing, and their
art, which is always critical, supplements what they say.
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332 CHARISSA GRANGER AND FRANCIO GUADELOUPE

The register of writing is the preferred and privileged medium of truth
in the hegemonic order of meaning ruled by Man, whilst the soundings
heretofore mentioned are expressive of an ontology of disorder that troubles,
tries, and transposes textuality and language. This text is what happens
when [-and-I remain faithful to that social fact. Here is a move to a disorder
that undoes itself. This is a reach for the paraontological, a play that is not
tethered to ownership or fixity. No acontextuality please!

When posed the question ‘what will be the cure to our affliction in
these times — what is the cure?’ — Sylvia Wynter offers language (Wynter
and Alagraa 2021). And thus, some may think, ‘you see that Caribbean
recognises too that there is no outside to the text, so let us remain wedded
to literature’. However, Toni Morrison (2021) tells us that ‘language really
cannot do itall, it just can't [...] and what is beyond it or next to it, or behind
it. Performing beyond and alongside language is sound and working the
sonic produces music. Perhaps this is implicit in Wynter’s words if we take
that for her, movement (dance) and humanly produced sound (music) are
essential.

For our time I-and-I experience the importance of music and dance in
virtual performances that are giving an account of what is at stake in doing
humanity (ethically), pointing to what we need in order to allow us to persist
in certain ways — through the missings, the warnings not to take music-
making, dancing together, and gathering for granted, through the sorrow,
the woefulness, distanced performances from balconies throughout Italian
neighbourhoods and virtual performances of carnival and steelpan that
performed arrangements of Bob Marley’s One Love and Lennon’s Imagine.
Such performances instruct in a viscerally performative way how to get
through it whilst evoking an aesthetic of world-making, implicitly encourag-
ing transformation and possibilities. Such virtual pan performances in this
time, within the pandemic, reach for collectivity, and in doing so move to
‘enact a transformation of the whole entire society’ (Wynter and Alagraa
2021), which Wynter tells us is crucial. In a time when so much gathering
was surveilled, virtual music events offered unsurveilled gathering — a
possibility to gather otherwise, a reimagining of what collectivity can be,
and how I-and-I might think and experience it even whilst in isolation —
individually. The virtual space makes for ‘another imagining of relation’.
It ‘tells us something about how we can and do and might live the world
differently’ (McKittrick 2022, 10).

It is from the sounding and dancing that I-and-I draw inspiration to speak
about human-ing as processual multiple-singular becoming in line with
the perpetual movement termed life — appearances and disappearances all
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HUMAN-ING OUT LOUD 333

the way down. Just as there is rain-ing, there is human-ing; and as there is
human-ing, there is dog-ing. Nouns are abstractions in a verbal overstanding.

For those who care to care, that is, for those who listen, human-ing is in
the musicking, in the melodies sung, the rhythms played, in the daaance,”
and in the poetry of poets such as Kamau Brathwaite (1984):

Over in the New World, the Americans [...] tried to bridge or to break the
pentameter through a cosmic movement, a large movement of sound
[..] the hurricane does not roar in pentameters. And that’s the problem:
how do you get a rhythm which approximates the natural experience,
the environmental experience? (10, emphasis in original)

Trans-Caribbean thought, which is best conceived as an option next to other
progressive ways of undoing colonial habits of action, entails attending to ap-
paritions. I-and-I overstand acknowledging the continuing absence-presence
of spectres that haunt and disturb the common-sense understandings of
Caribbean becoming. In UN, NGO, and academic speak, these apparitions
are reduced in varied ways to the names of the ‘indigenous’, ‘enslaved’,
‘indentured’, ‘Maroon’, ‘Black’, ‘white’, conquistador, and ‘coloniser’. Some
who are placed in those categories are rendered dead and long gone in the
works of positivist historians (such as many indigenous peoples). They are
politically emplotted in the reparations discourse of liberal nationalists from
the Caribbean region, or they are rendered contemporary in the we-talk
or ‘reference-we’ (Wynter and McKittrick 2015) of ethno-racial absolutists
who present themselves as still being enslaved and Indians.

How can I-and-I attend to apparitions without claiming truth or rooted-
ness? Nowhere in mainstream academia are these returning-again-haunting-
jumbies3 engaged as unknown-knowns radically disrupting the either-or

2 Dr L'Antoinette Stines distinguishes dance from Daaance. At the 2021 Philip Sherlock
Lecture, Dr Stines explains that to start from her own lived experience, dance had to change
to make space for her overstanding of African retentions in thinking through dance, which
was becoming a problem. To do so, dance had to become daaance. The three ‘aaa’ are needed to
encompass movement, singing, drumming, reverence, language, food, sacrifice, ritual, politics,
politricks, and passion. ‘Daaance haal is revolution of the body [...] If I was looking at daaance,
I'had to look it through the eyes of the dance and T had to become naked [...]  had to start from
scratch [...] therefore if I become naked and yuh have zsight from my lived experience, resulting
in my overstanding of Jamaica and the African retentions, the word dance was then becoming
a problem. And so it became daaance with the 3 a’s so nobody a say dem a go a one dance hall,
nobody say dem goin to the dance, you hear the people dem say me a go a one daaance.’ https://
www.youtube.com/watch?v=X2jxHS8jR28.

3 Jumbie, a folk spirit.
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334 CHARISSA GRANGER AND FRANCIO GUADELOUPE

logic of past or present, as they are in mystical Rastafari renditions of time,
or in the poetics of calypsonians such as Shadow, Black Stalin, Calypso Rose,
and Sparrow. Such calypsonians travel with us on Dutch Caribbean soca*
lovers’ busses from London to Berlin to borders between the Netherlands
and Belgium during festivals such as Hoogstraten Antilliaanse Feesten. Such
hauntings, together with the jumbies and zumbi that animate and propel
them, move to disrupt the landscape of rootedness, any referent-we, and
any ontological blackness I-and-I are clutching onto for life. In so doing,
another geography is initiated that relates the neerlandophone world to
Calypso® sung in Dutch,® or Dutch soca vs. Dancehall parties.
Calypsonian Shadow offers a poetics of unknown-knowns that undoes
coloniality and attends to those apparitions that make up and enable
Caribbean liveability whilst acknowledging hauntings — hauntology (which
is futurity). Shadow’s music in lyric and sound attends to the ghostly
matter. It renders the jumbie sonically, rhythmically, lyrically,® to sug-
gest an existence that is bound up with multiplicity, with the imaginary.
Here a jumbie riddim as an event that takes hold of participants, takes
hold of place, and takes place to make multiplicity possible. The jumbies
populate the taken place as a sonic litany. The bounce of the beat and the
steady groove is the presence of the jumbie in bodies that are in musical
performance. The groove playfully penetrates the body, so that all present
can enact a jumbie — can be inhabited by jumbies. The riddim clambers
bodies as the metal sound of the iron and scratchers, the skins of the
drums and the percussion comes together. The sound of the jumbie riddim
scrambles the senses and ruffles the self. The ‘we’ and the ‘T’ are disrupted
to become something different that moves outside pronouns and thus
beyond language. The defined coordinates of being human and organised
neerlandophone identities also become scrambled as I-and-I listen, feel, and
move through Rotterdam and Notting Hill, through Aruba and St. Maarten.
Daaancing bodies propelled by such a scramble and such a mounting of
music are adorned with new forms of being. The submergence with the
jumbie, with other beings in relation, with music and multiple selves,

4 Popular Caribbean music predominantly associated with carnival.

5 Lyrical music that contributes to social commentary.

6 Slinger Francisco, ‘Dutch Romance,” 23 January 2019, https://www.youtube.com/
watch?v=3ilE7aaobg8. See also Reinier Mulder, with the sobriquet Macamba King, ‘Huppelen,
4 February 2011, https://www.youtube.com/watch?v=Rvyz-WzMpb8).

7 Winston Bailey, Jumbie Rhythm,’ 23 September 2009, https://www.youtube.com/
watch?v=hD7Myfqj21Y.

8  Winston Bailey, Jumbies, 20 August 2009, https://www.youtube.com/watch?v=7bjHNOmsFbo.
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makes it such that the above can never be felt as objects, can never be
experienced as separate, existing apart from each other. The distinction
between subject and object, between self and other, ceases to operate in
isolation. The individual T is suspended and so is ‘we’. Human-ing then
operates in a scope of multiplicity and nonlinear continuity in which any
limitation (be it temporal, spatial, geographic, languaging, gods, and self
and other) becomes obscure. Borders become indefinite and can be given
up for something else — for a doing, for a practice, for making the world
otherwise. This jumbie is part of the Carnival Scenery® where lyrically,
Shadow describes the scene of carnival:

The sweetest thing in this world is Bacchanal
Just take the scenery on jouvay mornin’

Who wailin’ wailin’

Who winin’ winin’

When everybody come out with féttin’ feelin’
Who drinkin’ drinkin’

Who thinkin’ thinkin’

The lyrics that describe jouvay are sung over an unrelenting and persistent
repetitive riddim that consists of the iron bell pattern and the steady conga
Calypso beat that drives it all.’* We listen to Shadow narrating a short
jouvay scene using call and response — a chorus. The riddim breaks through
accented interjections by the horns above the underlying riddim, making
space for those practicing being human to find themselves:

And when that big band symphony

start to jam that melody, they just drinkin’ and carryin’ on

and when that crazy vibration start to rock your abdomen, they just
drinkin’ and carryin’ on.

People drinkin rum

People beatin’ drum

People dancin’ nice

People takin' chance

When a band passin’ bacchanal in the place

Them woman winin’ like if they have engine in they waist

9 Winston Bailey, ‘Carnival Scenery,’ 19 August 2012, https://www.youtube.com/
watch?v=3CZDQ-jeUN4.
10 Jouvay is an early morning procession that ushers in Carnival Monday.
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A lyrical scene that accounts and encourages human-ing and sonically
through repetition, rhyming, riddim embraces human-ing. The groove
grows, then stops for the riddim breaks to offer a poetics of ‘everybody
is somebody’,"* which was ironically recorded on the same album, titled
Dreadnes’. Disappearances daaance with appearances in the Calypso
known as life, meaning-making and world-making occurring through a
collective act of bacchanal in jouvay. Not only jouvay, jumbie riddims, and
carnival do this, but feel Afrobeat and amapiano doing this, feel diasporic
creative cultural practices doing this as well. What does music, positioned
as an apparition — that is, as a practice that acknowledges the continuing
absence-presence of spectres that haunt and disturb the common-sense
understandings of Caribbean becomings — equip us with as listeners, thinker/
feelers? What kind of trans-Caribbeaning thought and intellectual legacy
does music provide?

In listening and learning from Shadow, I-and-I can hear and feel Shadow po-
sitioning deadness, meaning the disappearance of that which we cherish, and
dreadness as a vital part of the Caribbean becomings. Shadow’s entire aesthetic
praxis in tune with dying as a dance in which everything changes, teaches the
dreadness oflife and how to wholly embrace, mingle with, and transpose such
anxiety and boredom, creating another arrangement of existential dwelling
that includes obeah,”” jumbies, multiple devils, and unknown-known things
that live inside of us and that we must invite out to play.

How do we invite the unknown-knowns out to play whilst acknowl-
edging dread inside a practice creates and imagines? What does this play
inaugurate? What does it mean to invite that which is rendered dead under
categories of indigenous, enslaved, indentured, and conquistador? And how
does this dreadness, which embraces the unknown-knowns, disrupt the
stark distinction between past and present? Can time, as rendered through
the poetics of the unknown-knowns and in an embrace of dreadfulness,
offer other possibilities for living and Caribbean becomings? What proceeds
from such an experience of time? These are questions to grapple with whilst
I-and-I daaance it out.’

Such creative apparitions are already undoing and unthinking the man-
world dichotomy and rather choose the option of practicing human-ing.

11 Winston Bailey, ‘Everybody is somebody, 19 August 2012, https://www.youtube.com/
watch?v=u900jdPA45Q.

12 Obeah is an Afro-Caribbean diasporic practice of healing, cleansing, fulfilling desires, and
readings.

13 Winston Bailey, ‘Doctor Say, 23 January 2015, https://www.youtube.com/watch?v=rMATt3gs-kFs.
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However, following Dionne Brand (2018), I-and-I acknowledge that ‘when
the living conditions that art evinces haven’t changed, one must always
make more imaginaries for one to live in’. A trans-Caribbean option offers
such another imaginary. Sylvia Wynter too avers that practices of art are
sites where a re-enchanted way of human-ing can be realised,' thereby
undoing the overrepresentation of Man — I-and-I have felt re-enchantment
in panyards, dance and concert halls, and jouvays throughout the Caribbean
diaspora, I-and-I take it with me — an embodied knowledge, comprised of
joy, love, a knowing of pleasure.

This feeling is an invitation to question the place of art, music, and
performance practice in discussions of human-ing, climate change, iden-
titarian politics, Black nationalism, the exploitation of life and its impact
on liveability, the extraction of natural resources, and the effects of all the
above on liveability. Anthony Bogues (2012) reminds us that ‘the work of
the imagination operates as critical thought. It imagines and breaks the
boundaries/horizons of the status quo of the everyday |[...] produces new
thought and desires’ (45). Bound up with music is a practice of imaging. In
musicality, there is critique: What is Shadow’s bouncy bass doing? What is
music doing when moved to, when daaanced? The repetition, the antiphony,
the jam section. What can music and movement offer discussions of human-
ing? Can they reveal something anew about the overrepresentation of Man?
There is knowledge in this music practice and aesthetic use of bodies in
concert, an embodied knowledge that emerges from feeling, from sensing
each other as part of ourselves.

Studying and performing Caribbean diasporic music, thereby dancing,
offers so much to how I-and-I think about livingness, human-ing, different
ways of being in the world, freedom practices, and sovereignty. Multiple
philosophies of love, music, and movement beckon us to think anew such
ongoing discussions and held-fast ontologies in the humanities. Music is
a site where our livingness is practiced and where the knowledge of this
livingness, often achieved through dance, this human-ing, takes place.

Hilary Beckles’s (1990) pioneering essay on the Irish indentured in the
Caribbean is a welcome reminder that what I-and-I seek to convey in this
essay should not be understood as Afro or African alone. The Irish indentured
and their descendants ‘experienced servitude as an oppressive labour system
in which their condition was nearer slavery than freedom’ (Beckles 1990,
511). They musicked and danced too in the midst of tyranny.’s Like all West

14 See for example Sylvia Wynter (1970).
15 See ‘Celtic in the Caribbean,” https://celticlifeintl.com/celtic-in-the-caribbean/.
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338 CHARISSA GRANGER AND FRANCIO GUADELOUPE

Indians, they too preferred to be a problem rather than accepting their lowly
station in the hegemony ontology dictated by the whims of Man. A problem,
for as the historian Hilary Beckles (1990) explained, {m]asters complained
about their unwillingness to work according to the terms of their contracts
and about their hostile reactions to demands of overseers and managers.
They were stereotyped as disobedient, lazy, and aggressive’ (511).

Given the scope of this edited volume, I-and-I attend to the Afro-
Caribbeans as a specific category of the blackened, recognising, however,
as Stuart Hall (1990) argued, that all présences — or rather, cultural hauntings
of the colonial project in the Caribbean, whether it be from Africa, Europe,
Asia, or America — contain each other. An example of this is how creolisation
was at work amongst the Irish and Africans toiling in the Caribbean: ‘Ibo
men playing bodhrans and fiddles and Kerrymen learning to play jubi
drums, set dances becoming syncopated to African rhythms, Saturday
night ceili dances turning into full-blown voodoo rituals’ (Sloan 1982, 52).
This is not solely a mixing amongst the down-pressed. Man, in other words,
is in every Caribbean person too. It is the ‘somewhere else they live’, to
follow Fred Moten (2008), even as they do the appositive work; it is the
latter that inspires this offering. In other words, the enumerated music
practices with which I-and-I began this chapter evoke an ever-creolising
Caribbean sonospoetics that belongs to all: even if in this piece the work
of the descendants of Africans as creators is foregrounded, this work, this
practice of human-ing, nevertheless transgresses any points and locations
of emergence.

I-and-I seek to think through how such practices play outside the logic of
dissent, resistance, and narrow categories of doing humanity, by performing
modes of human-ing that are not dictated by enslavement, its accompanied
trauma, and pain. This is thus a critique of the manner in which Black
subjectivity seems to be assigned to, and inscribed with, enslavement and
its continued dissent, often accepted as the totality of Black being and
internalised as such. Approaching and shaping Black subjectivity as such
presupposes a particular future of violence where what black subjectivity
wants, is access to what the other has, leaving the infrastructure of what is
to be had intact, untroubled.

Human-ing in its very practice troubles. Its starting point envisions and
embraces a reconfiguration of what is to be had. Human-ing extemporises
with Glissant, whose

theorisation of opacity and relation does not dwell on black objecthood;
instead, he draws attention to how the living memory of colonialism and
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plantation slavery generated ways to hold on to and claim an unintel-
ligibility that is conditioned by our interhuman intimacies and encounters.
(McKittrick 2022, 7)

During carnival, characters blend, mash up, and rub up on each other in
a space where everybody is somebody,'® and everything is part of that in a
practice that topples the thingified hierarchies of human, plant, animal,
gender, and class. The surreal and magical, twisted with realism, takes hold
in jouvays across the diaspora as devils, iguanas, cows, and burros animate
and penetrate the whole in a ‘something got a hold of me’ style.'” The play
of drama in the streets, the people that make the space lived, the ticket
vendor - tickets, tickets, tickets! The lady with coconut drops, the patties
and festival dumplings of Notting Hill, the pastechi and johnny cakes of
Rotterdam’s Zomercarnaval, the insurance salesman jammin’ with unhoused
persons — real characters who play out human-ing together with the buzz
of the bass, the charge of the rhythm, libations, and all the spirits, making
other worlds possible. Such a theorisation based on visceral participation
during such moments of freedom is sans humanité — without mercy in the
way it seeks to break with identitarian politics and to play human in all
ways outside, inside, and at the edge of its conscripts. This is the character
of a trans-Caribbean poetics of being.

By embracing a Glissantian relationality and an ontology of disorder, an
attempt is made to appreciate how Caribbean popular cultural practices
critique that inscription of enslavement and assignment of single beings,
allowing the peoples in the basin to live outside of these descriptive state-
ments, even if structures of domination frantically work to keep them in
check. Still, in the moments of freedom during carnival, a féte, barbequing
on the beach, or cracking jokes, they inhabit, co-create, and relish in the
way Caribbean cultural practices offer gathering, making, imagining and
imagination, creativity, and beauty in their poetics. Thus, the aim is to attend
to how black liveability eludes that inscription and herein I-and-I offer their
translations in what is termed a trans-Caribbean thought/feeling or option.

Black liveability ought not to be construed as a new essence, but rather as
away of becoming against static notions of identity that fully acknowledges
what Glissant termed the entour — that is, ‘the whole environment comprising

16 Winston Bailey, ‘Everybody is somebody,’ 19 August 2012, https://www.youtube.com/
watch?v=ug9o0jdPA45Q.

17 Claudette Peters, ‘Something got a hold of me,’ 25 September 2010, https://www.youtube.
com/watch?v=w43iTExVh_c.
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the poem, human and non-human animals, vegetation, rocks, lavas, and
“nature” and “culture.” The latter terms lose meaning since they exist in a
continuum, not in a system of opposition’ (Loichot 2020, 28). Again, black
liveability is not about a specific genre of the human, but rather about a
way of human-ing by peoples labelled infrahuman.

In Black Metamorphosis, Sylvia Wynter (n.d.) describes the tin oil drums
(and plantation tools) as the rejects of the ‘white economy’ that the blackened
in the Caribbean human-ed with as instruments on which to play music — a
reconfiguration of what enslavement and coloniality tries. Wynter asks: ‘what
is the imperative that demands a once more human world in which to see
reflected the power of creativity?’ Interested in this metal sound which is
another apparition, the ideas that encapsulate this sound and thinking about
the conditions that produced a situation that demanded such Caribbean
sounds, that necessitated this way of world-making for which the rhythm,
the beat was to become the ‘underlying principle’ (Wynter n.d.), I-and-I
ask: What might a project of human-ing be? And how might it take shape
to bring about a trans-Caribbean theorising?

The loud voices, the labour and innovation that made and continue to
make them possible not only reveal dissent, but also open possibilities
to think anew and again pose the questions: What is hzuman? And what
would it mean to unravel the notion of human? Process, relation, disorder,
yes! I-and-I offer a practice of human-ing that points towards the multiple
embodied relations between actual and virtual becomings. Human-ing is
a practice that recognises the multiple parts of selves and moves across
this multiplicity, which is both shared and common. Musicked spaces that
make gathering and daaance possible are our guides for examining other
ways of thinking, being, and practicing in the world, inviting, ushering in,
and initiating other ways of doing humanity.

Following Wynter, the current Euro-American understanding and experi-
ence of what it means to be human is the blanket general version. However,
what happens when many deemed lesser in the ex-colonial world fall outside
that conception of human? Then there is a failure to forward a humanism
that recognises human-ing. Wynter teaches the history of how elites in
Europe modified, revised, and synthesised their own forms of social life
and positioned that as the only valid and legitimate way. Given this history
that continues in modified form, the logic of the black subject as slavery
becomes the only logic to which all in the wake of slavery become subject,
and through which they are understood.

This is not a call to merely expand the post-Enlightenment notion of
the human, or to think alternative humanities. Rather, it is a practice that
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already recognises multiplicities. Without such an undoing of Man’s human
or alternatives critically grafted thereupon, land exploitation, resource
extraction, animal cruelty, and extinction will continue uninhibited,
invested in and sustained by the capitalist project.

Music is a practice that articulates and summons listeners, practitioners,
and dancers to think about how new forms of sociality, and liveability herein,
materialise. I-and-I speak from experiences of being part of that articulation
work in an embodied fashion. Music and performance summon, or rather
invite, participation in the emergence of other ways of thinking, being,
and knowing — in short, engaging in a practice of human-ing, the work of
world-making, giving an example of living together otherwise.

I-and-I submit that in musicking, corporeal authority and authorship
take place in communion, making space and giving permission for multiple
existences and multiple ways of existing. Human-ing refuses individualism
and self-interest. ‘Glissant’s work does not centre individualism: his writing
relies heavily on relation and encounters and intimacies and connections
that are joyful and painful and contradictory’ (McKittrick 2022, 7). A deep
engagement with the music, instruments, and with daaance enables an
undoing of the concept and Man’s institutionalisation of ‘human’ radically.
It undoes humanocentrism, making space for doing human-ing ethically
in relation to other beings and environments.

I-and-I contend that Caribbean music and larger Caribbean diasporic
practices such as jouvay help to unwork Man'’s notion of the human. Jouvay
teaches a relation ontology, here the devil; jab jab is embodied and entangled;
and according to the Grenadian artist Skinny Banton, the jab jab cooks
salt fish, heating it up on firewood in a coal pot. This is about being in the
outdoors, transacting without exploiting. In Jouvay people become ethically
with all living — past and future — using discarded repurposed material
to evoke expressions and apparitions such as devil, baby doll, jab. Some
conceal the visible part of their human becoming by drenching in motor
oil, donning chains and whips to be pre- and past-industrial in critical ways.
Some use paint, mud, and powder for the concealment of the pressures to
be an individual; to be a one in a power hierarchy of ones. Such practices,
which move through the diaspora, embrace a relational ontology that makes
knowledge and different theories of being possible for those who refuse to
deny the multiple parts of themselves within and without their bodies, for
those who refuse any monolithic idea of the human. A trans-Caribbean
option is implicated in unravelling humanocentrism, which involves domina-
tion of the category of human, as well as control, money, and maintaining
extractive capitalism in order, of a type of meaning and being that Mignolo
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(2005, 153) positions as a synchronous process. A trans-Caribbean option,
thinking through music, jouvay, carnival, parading, instrument building,
sonospoetics, fashion, design, and other practices of liveability, is concerned
with analysing, and therein working against, humanocentrism.

The few ways of sounding out those who human hear and feel undermine
this exploitative and extractive capitalist way of being, especially in the
instrument’s material reconfiguration and repurposing, pointing them to
other ways of being in the world. Caribbean music offers us much to think
about sustainability in the way in which materials have been and continue
to be repurposed for sound work. Another way is offered, as music extends
another imagined possibility that ought to be attended to. To return to
jouvay, for example, jouvay costumes are made from discarded or soon to be
discarded materials and clothes. Old potties and chamber pots become rum
vessels, baby bottles and pacifiers become part of the street theatre. Oil cans
and biscuit tins are used for making riddim. The sound of the music and the
accompanying performance is one of sustainability — recycle, repurpose,
remake, and reinvention. A sound of reinvention like the chapi, a garden
hoe, turned plantation tool, turned music instrument. An instrument that
loudly proclaims human-ing.

Music helped and continues to help make new forms of subjectivities,
especially in the way in which resources were and continue to be used in
making-music in the Caribbean, making selves that indirectly challenge
anything that segregates — sexism, xenophobia, ageism, transphobia, anti-
blackness, nationalism, the nation state, neatness of borders — opening up
to acknowledging human-ing. Yes, the Man is in Afro-Caribbean people, but
that bull is not there alone. There is often — unbeknownst to the speech-acts
of Afro-Caribbeans that support theses of black inferiority complexes and
conservatism, sociopsychological reflexes that seek communion — that
longing for that feeling during a good féte where hierarchical distinctions
do not matter.

Music connects, practices such as jouvay connect, beckoning you to
become multiple. Sylvia Wynter (n.d.) suggests that ordinary ‘people listening
or dancing participate in the experience of the music, each separate, yet
linked by the collective physiological experience of the beat, linked across
societal inscription, boundaries, linked in an experience of the social’. Music
creates possibility in spaces of enclosure, possibilities to think anew®
relation to I-and-I, and climate and environment as part of I-and-I, and

our

18 What can music offer discussions of climate change and its effects? Can it reveal something
anew? Can it help us to think climate change anew?
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the possibility to feel and thus be otherwise in relation to it. Music is a site
where our livingness is practiced and where the knowledge of this livingness
takes place — knowledge that is bound up with pleasure, and engaging with
nature as part of ourselves. I-and-I recognise that trans-Caribbean thought
emerges from a practice of daaancing flesh to flesh, human intellectual
rhyming being enriched and thus undone by the non-human, the epitome
of which is sound. ‘In the beginning was the sound and they all knew what
that sound sounded like’ (Morrison 259). Iron-sound, metal-sound, sea-sound,
river-sound, pond-sound, earth-sound, air-sound, plant-sound, animal-
sound, all re-educating in their own ways human-sound, instructing on
different ways of embodied being, whilst baptised in motor oil, mud, and
paint, clouded in a dust of powder during jouvay.

Wynter (n.d.) makes clear that ‘one must participate in knowing. Knowl-
edge is not an accumulation of fixed and permanent truths’ (emphasis in
original). Further, Wynter continues, black music ignites ‘enthusiasm and
exaltation’, indicating an uncolonised flow of desire that expresses libera-
tion from existing normative knowledge systems. Musicking and various
carnival practices, religious and sacred rituals, make this possible across
the Dutch Caribbean islands. In the act of gathering and making, and the
practice of human-ing supported herein, there is a reinvention of liveability,
of life anew through an opening up of multiple selves that is not aimed at
forgetting selfness, but rather underscores the impossibility of a single self.

What I-and-I draw from listening and daaancing to some of the sounds
of the Caribbean is that there is no separation between human and non-
human. Musicking offers a possibility to rethink and radically reconstruct
the human in relation to the environment, approaching what is seemingly
outward as part of one’s multiple selves. What emerges from this relational
way of thinking is a trans-Caribbean thought, the basic premise of which is
that one cannot tackle racisms, economic dependency, animal extinction
and exploitation, and the Anthropocene without a serious interrogation
of humanocentrism.

Conclusion: A Call for Continuous Interrogation of
Humanocentrism

Gathering, assembling; metal, sonic, and compositional experimenting to
inaugurate a new music and riddim to daaance to; and a new daaance to
practice liveability — this is human-ing, a summoning and a practice to live
together otherwise. The above creative art practice can be imagined as a
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performance through which an interrogation of humanocentrism might
occur. Jouvay can be imagined as a time, performance, and daaance where
this interrogation of humanocentrism might occur. The early morning or
late evening holds many forms of imaginings. Imagining alternative ways
ofliving, unsettlings that are performed in darkness, its colourful and dirty
residue only revealed at daybreak. Working with repurposed materials to
make instruments that enable those multiple parts of oneself to resonate,
or to make a costume or an evocative character, whether to instil fear or to
alure, and entice during jouvay, there is a refusal of capital consumerism, a
call to construct something different, making it a generative artistic space
to think though humanocentrism. Moreover, in such relational practices a
different organising system is made possible by moving, shouting, sounding
out, daaancing, and revelling where individualism and self-interest are
eluded. An ongoing act of building the communal is offered and sustained,
even after the musicking event is concluded. This is a temporary space and a
short-offered time of love, joy, and embracing the erotic that is embodied well
after the event has ended, where how collectives daaance in jouvay, make
instruments and sound out, allows for different futures to be imagined and
new forms of human-ing that embrace a relation with the environment, other
animals, and ecosystems and refuse exclusion, making inequity inexact.
In jouvay and musicking, there is an ongoing conversation about how
to human in singular-multiple ways as it instructs daaancers, makers,
and practitioners how to live otherwise. It is an offering of how to live
differently with each other, sensitive to relations between species, spirits,
saints, mythical characters, and various devils. A whole other ecosystem,
disenchanted by difference, is imagined and temporarily created in daaance,
making liberation possible. This is where artmaking and imagining are the
cure, according to Sylvia Wynter (2021): in unworking humanocentrism,
not to erase doing humanity, but to radically interrogate how we do it.
It invites us to human in accord with life processes. The importance of
trans-Caribbeaning is unworking, disaggregating humanocentrism. Living
in a deeply relational way, caught up in the sound of the riddim, you forget
yourself and tune into all the other selves that materialise in the act of slowly
bending a tree branch to make a benta,' or hollowing out a tree trunk to
make a drum, gaging the moon so that the necessary roots might be dug
up, or at 4 a.m. under the strong buzz of the high-voltage bass, the network
of characters moving through the temporary time, space, and place, whilst
feeling ungoverned and ungovernable joy that cannot be easily co-opted by

19 Curagaoan music instrument. A mouth bow.
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corporatism or capitalism. Small eruptions of freedom, to imagine, create,
and be, are embodied and carried out of that in-tune and attuned space and
time. It is generative, germinating love, eluding the politics of difference. It
is embodied in our very way of doing humanity, notwithstanding location,
genre, or cultural praxis. I-and-I, studying with collectives in the Caribbean
and the Diaspora through music, stand in relation to life as a multitude of
expressions. This is trans-Caribbeaning.

Reference List

Beckles, Hilary. 1990. ‘A “Riotous and Unruly Lot Irish Indentured Servants and
Freemen in the English West Indies, 1644—-1713.” The William and Mary Quarterly:
A Magazine of Early American History and Culture 47 (4): 503—22.

Bogues, Anthony. 2012. ‘And What About the Human? Freedom, Human Emancipa-
tion, and the Radical Imagination.’ Boundary 2 39 (3): 29—46.

Brand, Dionne. 2002. Map to the Door of No Return: Notes to Belonging. New York:
Vintage.

Brand, Dionne, and Leanne Betasamosake Simpson. 2018. ‘Temporary Spaces of
Joy and Freedom: Leanne Betasamosake Simpson in Conversation with Dionne
Brand.’ Literary Review of Canada. https://reviewcanada.ca/magazine/2018/06/
temporary-spaces-of-joy-and-freedom/.

Brathwaite, Kamau. 1984. History of the Voice: The Development of Nation Language
in Anglophone Caribbean Poetry. Michigan: New Beacon Books.

Hall, Stuart. 1990. ‘Cultural Identity and Diaspora.’ In Identity: Community, Culture,
Difference, edited by Jonathan Rutherford, 222—37. London: Lawrence and
Wishart.

Loichot, Valérie. 2020. Water Graves: The Art of the Unritual in the Greater Caribbean.
Charlottesville: University of Virginia Press.

McKittrick, Kathrine. 2022. ‘Dear April: The Aesthetics of Black Miscellanea.’
Antipode 54 (1): 3-18.

Mignolo, Walter. 2005. The Idea of Latin America. New Jersey: Blackwell.

Morrison, Toni. 1987. Beloved. New York: Vintage, 1997.

Morrison, Toni. 2006. The Foreigner’s Home. https://www.youtube.com/
watch?v=xjn6nsw4QSo&t=2s.

Moten, Fred. 2008. ‘The Case of Blackness.’ Criticism 50 (2):177—-218.

Sloan, Leni. 1982. ‘Irish Mornings and African Days on the Old Minstrel Stage.’
Callahan’s Irish Quarterly (2): 50-53.

Small, Christopher. 1998. Musicking: The Meanings of Performing and Listening.
Middletown, CT: Wesleyan University Press.

This content downloaded from 145.18.163.232 on Thu, 05 Mar 2026 12:12:38 UTC
All use subject to https://about.jstor.org/terms


https://reviewcanada.ca/magazine/2018/06/temporary-spaces-of-joy-and-freedom/
https://reviewcanada.ca/magazine/2018/06/temporary-spaces-of-joy-and-freedom/
https://www.youtube.com/watch?v=xjn6nsw4QSo&t=2s
https://www.youtube.com/watch?v=xjn6nsw4QSo&t=2s

346 CHARISSA GRANGER AND FRANCIO GUADELOUPE

Stines, LAntoinette. 2021. ‘Deconstruct to Reconstruct: Reclaiming Our Souls
While Decolonizing the Body as Daaance.” The Annual Philip Sherlock
Lecture. University of the West Indies, Mona. https://www.youtube.com/
watch?v=X2jxHS8jR28&t=1220s.

Wynter, Sylvia. 1970. Jonkonnu in Jamaica.’ Jamaica Journal 4 (2): 34—48.

Wynter, Sylvia. N.d. Black Metamorphosis: New Natives in a New World. Unpublished
manuscript.

Whynter, Sylvia, and Bedour Alagraa. 2021. What Will Be the Cure? A Conversation with
Sylvia Wynter. https://offshootjournal.org/what-will-be-the-cure-a-conversation-
with-sylvia-wynter/.

Wynter, Sylvia, and Kathrine McKittrick. 2015. ‘Unparalleled Catastrophe for Our
Species? Or, to Give Humanness a Different Future: Conversations.’ In Sylvia
Wynter: On Being Human as Praxis, 9—89. Durham, NC: Duke University Press.

About the Authors

Dr Francio Guadeloupe is a senior researcher at the Royal Netherlands
Institute for Southeast Asian and Caribbean Studies and Associate Professor
in Social and Cultural Anthropology at the University of Amsterdam. He
is author of Chanting Down the New Jerusalem: Calypso, Christianity, and
Capitalism in the Caribbean (2009) and Black Man in the Netherlands: An
Afro-Antillean Anthropology (2022).

Dr Charissa Granger is a musicologist and lecturer in Cultural Studies at
the University of the West Indies, St. Augustine, analysing Afro-Caribbean
music as liberatory practices, examining music epistemologies, aesthetics,
love ethics, and erotic knowledge. Charissa was the Marie Sklodowska-Curie
LEaDing Fellow at Erasmus University Rotterdam and is a postdoctoral
researcher in the NWO-funded Island(er)s at the Helm research project.

This content downloaded from 145.18.163.232 on Thu, 05 Mar 2026 12:12:38 UTC
All use subject to https://about.jstor.org/terms


https://www.youtube.com/watch?v=X2jxHS8jR28&t=1220s
https://www.youtube.com/watch?v=X2jxHS8jR28&t=1220s
https://offshootjournal.org/what-will-be-the-cure-a-conversation-with-sylvia-wynter/
https://offshootjournal.org/what-will-be-the-cure-a-conversation-with-sylvia-wynter/

