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ABSTRACT

This discourse delves into the intricate dance of colonial legacy and postcolonial resistance as evinced
in the select dramatic works of Derek Walcott, particularly Dream on Monkey Mountain, Ti-Jean and
His Brothers, Pantomime, Henri Christophe: A Chronicle in Seven Scenes, and Beef, No Chicken.
These theatrical tapestries unfurl the psychological, cultural, and political aftershocks of European
conquest upon the Caribbean soul, revealing Walcott's masterful deployment of dramatic artistry to
articulate a fractured identity while simultaneously imagining the verdant possibility of cultural
renewal. Through a seamless interweaving of history’s echoes, myth’s whispers, and performance’s
immediacy, Walcott forges a uniquely Caribbean aesthetic—one that incisively critiques the brutal
impress of colonial oppression and boldly envisions the dawn of postcolonial autonomy. Drawing
deeply from the wellsprings of theory offered by Edward Said, Homi Bhabha, and Edouard Glissant,
this paper posits that Walcott’s dramaturgy offers not merely a lamentation for colonial trauma, but a
vibrant celebration of a creolized identity born anew.
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INTRODUCTION

The enduring shadow of European colonialism
remains an inescapable muse, a central,
pulsating concern within the vibrant lexicon of
Caribbean literature. Within the profound
oeuvre of Derek Walcott, particularly his
dramatic creations, one encounters a nuanced,
almost alchemical, engagement with this
legacy—not merely as a stark historical datum,
but as a persistent, resonant echo, shaping the
very sinews of language, the contours of
identity, the sinews of power, and the very
fabric of culture. Walcott, the luminary from St.
Lucia and a revered Nobel laureate, orchestrates
a singular synthesis, braiding the venerable
traditions of European letters with the rich
tapestry of Afro-Caribbean history and the
primal cadence of its oral narratives. His
theatrical corpus is, therefore, a fertile ground,
rife with what might be termed ‘“colonial
echoes”—those residual structures, ingrained

after the colonial flag has been lowered. Yet, it
is equally imbued with  “postcolonial
reverberations”—the multifarious responses, the
audacious acts of resistance, and the bold
reimaginings born from the profound human
imperative for self-definition and the urgent
quest for cultural regeneration.

This discourse undertakes to illuminate how
Walcott’s selected plays—Dream on Monkey
Mountain, Ti-Jean and His Brothers, Henri
Christophe: A Chronicle in Seven Scenes,
Pantomime, and Beef, No Chicken—dramatize
the intricate interplay of colonial imposition and
the burgeoning force of postcolonial agency. It
argues, with conviction, that Walcott’s theatrical
imagination functions as a crucible, a
transformative vessel in which the colonial past
is not merely interrogated, but profoundly
transfigured into a bold postcolonial vision of
syncretic identity.

Colonial Legacy in Language and Power

myths, and inherited ideologies that persist long
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In Pantomime (1978), Walcott, with surgical
precision, dissects the ingrained colonial
hierarchies within the deceptively placid
confines of a hotel in Tobago. The stage is set
for a compelling pas de deux between Harry
Trewe, an English hotelier, and Jackson, his
Black West Indian servant. Their dynamic, at
first glance, mirrors the stark power structures
of the colonial era. Yet, Walcott, with
characteristic ~ brilliance,  subverts  this
relationship through the audacious play of role-
reversal and the keen edge of satire. When
Jackson, with an almost impudent insistence,
demands to embody Crusoe while Trewe
assumes the guise of Friday in their rehearsal of
the familiar Robinson Crusoe narrative, he
effectively rewrites, indeed, reclaims the
colonial script. As Homi Bhabha, in his seminal
The Location of Culture, astutely observes,
mimicry, in such an act, transmutes into a potent
site of resistance: “Almost the same but not
quite.” Jackson’s performance is no servile
reflection of colonial tropes; rather, it is a
strategic, parodic unveiling, one that lays bare
their inherent artificiality and patent absurdity.

The colonial echo in Pantomime resonates
deeply, embedded within the persistent
linguistic and cultural superiority arrogated by
Trewe, who clings to British civility as an
unassailable marker of his identity. However,
Jackson’s quick wit, his spontaneous
improvisation, and his undeniable theatrical
prowess subtly, yet inexorably, destabilize this
entrenched colonial posture. Language, that
traditional instrument of empire, is thus
transformed into a fertile ground for subversion.
Walcott, who once evocatively described the
Caribbean as a place of “broken fragments,”
here artfully reconstructs those fragments into a
potent, living postcolonial dialogue.

Myth, History, and Postcolonial Allegory in
Ti-Jean and His Brothers

In Ti-Jean and His Brothers (1958), Walcott
masterfully wields the enduring power of

folktale and allegory to dramatize the profound
moral and spiritual dimensions inherent in
colonial resistance. The play introduces three
archetypal brothers—Gros Jean, Mi-Jean, and
Ti-Jean—each confronting the formidable
presence of the Devil, a symbolic embodiment
of colonial domination. Gros Jean, a figure of
brute, unthinking force; Mi-Jean, weighed down
by intellectual arrogance; and Ti-Jean, the
youngest, embodying the subtle wisdom of
intuition, the quiet strength of humility, and the
boundless spirit of creativity.

The Devil, much like the colonial master he
represents, is a cunning manipulator of rules, of
language, and of power. It is only Ti-Jean,
through his innate sensitivity and vibrant
imagination, who possesses the guile and
resilience to defeat him, thereby affirming the
enduring strength of oral tradition and the
profound wisdom often found amongst the
marginalized. ~ Walcott once  poignantly
remarked: “The fate of the Caribbean artist is to
use the old language to say something new.” Ti-
Jean achieves precisely this—it reclaims the
very tools of the colonizer to assert a deeply
rooted indigenous worldview.

This play stages the vibrant postcolonial
reverberations through its valorization of creole
wisdom over the rigid strictures of colonial
logic. The narrative architecture itself
consciously mimics the fluid rhythms of
Caribbean oral storytelling, and the pervasive
use of rhythmic language, of chanted verse, and
of song artfully displaces the formalist rigidity
often found in European drama. The play,
therefore, suggests that postcolonial identity is
not forged through brute, head-on confrontation,
but rather through the subtle alchemy of cultural
reinterpretation and the enduring flame of
spiritual resilience.

Myth, History, and Postcolonial Allegory in
Henri Christophe: A Chronicle in Seven
Scenes
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Derek Walcott’s Henri Christophe: A Chronicle
in Seven Scenes stands as a seminal early
dramatic ~ work, offering a  profound
dramatization of the Haitian struggle for post-
revolutionary identity. It achieves this through a
complex and mesmerizing interplay of myth,
history, and a rich vein of postcolonial allegory.
Penned when Walcott was but in his early
twenties, the play nonetheless exhibits an acute
and prescient awareness of the enduring legacies
of colonialism and the heavy postcolonial
burden of leadership, the arduous task of
cultural formation, and the fundamental quest
for self-definition. By reimagining the historical
figure of Henri Christophe—a general forged in
the crucible of the Haitian Revolution who later
crowned himself king—Walcott constructs a
narrative that seamlessly fuses historical reality
with a mythopoeic grandeur, inviting deeper,
more profound reflection on the inherent
challenges of postcolonial nation-building.

History as Tragic Repetition

The play is firmly anchored in the tumultuous
historical context of post-revolutionary Haiti,
that valiant first Black republic, born from the
fiery crucible of a successful slave revolt.
However, this hard-won victory is perpetually
shadowed by the specters of internal division,
the creeping tendrils of authoritarianism, and the
bitter taste of failed utopias. Christophe's own
historical reign (1807-1820) thus transforms
into a cautionary tale: though undeniably born
of a fervent revolutionary ethos, his monarchy
paradoxically reproduces the very hierarchies
and the same brutal violence that the revolution
had so valiantly sought to dismantle.

Walcott does not present history as a clear,
linear march toward an inevitable freedom.
Instead, he casts it as a tragic, cyclical
repetition, wherein the oppressed, once
ensconced in power, risk the chilling
transformation into oppressors themselves. This
stark truth is exemplified in Christophe’s own
inexorable descent into tyranny. His fervent

desire to impose order, to cultivate culture, and
to instill dignity in a people so recently
unchained, ironically culminates in architectural
megalomania (manifested notably in the
colossal Citadel) and the relentless exploitation
of his own subjects—a haunting echo of the
very colonial systems he had once so fiercely
battled.

Historical Recovery and Tragic Grandeur in
Henri Christophe

Henri Christophe: A Chronicle in Seven Scenes
(1949) brings to life the compelling narrative of
the real-life Haitian revolutionary who, against
all odds, ascended from the chains of slavery to
become the king of Haiti. Walcott crafts a
deeply tragic portrait of Christophe, whose
earnest efforts to forge a Black monarchy in the
aftermath of the Haitian Revolution are riddled
with inherent contradiction. On one hand,
Christophe embodies the very aspiration of the
postcolonial world for dignity and self-
governance; on the other, his unwitting mimicry
of European feudal structures unveils the almost
inescapable grip of colonial modes of
governance.

Edward  Said’s  profound concept of
“contrapuntal reading” proves immensely useful
here.  Christophe’s monarchy must be
understood both as a powerful assertion of
burgeoning sovereignty and, concurrently, as a
chilling replication of the very systems he
ardently sought to overthrow. Walcott offers no
facile, uncritical celebration of Black rule;
instead, he relentlessly probes the deep
psychological scars left by the colonial
experience. Christophe, driven by an almost
obsessive desire for permanence and legitimacy
in a world that had so cruelly denied him both,
erects his grand palace at an immense human
cost.

The play’s language, steeped in a majestic
rhetorical grandeur and echoing with biblical
cadence, powerfully underscores the tragic
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tension between soaring aspiration and
inevitable failure. As Glissant argues in Poetics
of Relation, the Caribbean subject is inherently
“composite, metamorphic, relational.”
Christophe’s profound tragedy lies in his tragic
inability to reconcile these fluid, emergent
postcolonial identities with the rigid, inherited
models of Europe.

Myth and the Epic Imagination

Henri Christophe’s dramatic transformation
from a revolutionary general to a crowned king
is deeply suffused with mythic overtones.
Walcott draws freely upon both classical and
Caribbean mythologies, elevating Christophe’s
character into the grand, imposing realm of epic
tragedy, akin to the towering figures of
Shakespearean or Sophoclean drama. Like the
fated Oedipus or the ambitious Macbeth,
Christophe is depicted as a man of formidable
vision, ultimately undone by his own inherent
flaws—his profound hubris, his descent into
authoritarianism, and his tragic inability to
reconcile the stark demands of power with the
fragile balance of justice.

The mythic dimension is further reinforced
through meticulously crafted ritualistic scenes,
ceremonial dialogues, and the evocative
invocation of gods and spirits, subtly
referencing the rich tapestry of Afro-Caribbean
spiritual ~ traditions. By  mythologizing
Christophe, Walcott is not merely romanticizing
his figure; he is keenly probing the immense
symbolic weight that often falls upon Black
leadership within a newly decolonized state.
Myth, in this context, becomes a crucial lens
through which the immense burden of
representation, the lasting weight of legacy, and
the bitter taste of failure are meticulously
examined.

Postcolonial Allegory: The Burden of
Nationhood

Walcott’s play functions as a profound
postcolonial allegory—a dramatized meditation
on the complex, often agonizing dilemmas
confronting post-independence  societies.
Christophe embodies not merely a specific
historical individual, but also a potent symbol of
Black leadership grappling with the inherited
trauma of colonialism. The stark contradictions
he embodies—Iliberator and tyrant, visionary
and despot—mirror with unsettling precision the
inherent paradoxes of postcolonial governance
itself.

Christophe’s construction of the formidable
Citadel, for instance, is deeply allegorical: it
signifies both an imposing defense against
future invasion and, chillingly, the erection of a
new oppressive order. The Citadel thus
transforms into a powerful metaphor for the
fortress mentality often adopted by postcolonial
states—defiant yet isolating, grand in its
ambition yet ultimately hollow in its execution.
His almost obsessive preoccupation with order
and with the imported European models of
culture (such as his imitation of Versailles) also
serves as a sharp critique of the internalized
colonial gaze. Walcott, therefore, poses a deeply
unsettling question: can postcolonial leaders
truly decolonize if their very benchmarks of
success remain inextricably tied to European
paradigms?

Language, Form, and Hybridity

Walcott’s deliberate choice to employ English
verse and classical dramatic form to narrate a
Caribbean story is itself an allegorical gesture of
profound significance. The inherent tension
between European aesthetics and Caribbean
subject matter powerfully underscores the play’s
fundamental postcolonial hybridity. As Edward
Said incisively notes, the colonial subject often
inherits the very language of the colonizer, yet,
through a subversive and creative usage,
triumphantly reclaims it.
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The heightened, poetic diction permeating Henri
Christophe enables a tragic mode that elevates
Caribbean history to a plane of universal
resonance. However, this also reflects Walcott’s
own palpable ambivalence: while he honors the
profound Caribbean past, he grapples deeply
with its inherent fragmentation and its often-
unwitting mimicry. In this nuanced way, the
very form of the play mirrors Christophe’s own
agonizing dilemma—how to assert a distinct
identity without succumbing to the corrosive
forces of mimicry or regression.

Symbolism and Allegorical Figures

Beyond the central figure of Christophe, other
characters within the play also serve distinct
allegorical functions. Vastey, Christophe’s
chronicler and intellectual advisor, embodies the
uneasy, often tormented conscience of the
postcolonial intellectual—a figure trapped
precariously between the imperative of critique
and the insidious lure of complicity. Pétion, the
republican rival, represents an alternative vision
of governance, one perhaps more populist in its
appeal but, ultimately, perhaps equally flawed.

The final, wrenching scenes of Christophe’s
physical and mental collapse, culminating in his
suicide, powerfully symbolize the tragic failure
of a decolonizing vision that ultimately lacks
internal cohesion. Walcott does not merely
mourn this failure; he relentlessly interrogates
the intricate conditions—both those inherited
from the colonial past and those self-imposed—
that rendered it seemingly inevitable.

Dream, Madness, and Identity in Dream on
Monkey Mountain

Dream on Monkey Mountain (1967) is arguably
Walcott’s most experimental and profoundly
visionary dramatic work. It centers on Makak, a
seemingly deranged charcoal burner, who
harbors a fervent dream of returning to Africa
and reclaiming a royal identity he believes is his
birthright. The play unfolds as a phantasmagoric

journey, a breathtaking tapestry that seamlessly
blends the raw fabric of dream with the
starkness of reality, the weight of history with
the elusive nature of hallucination.

Makak’s madness is depicted as the searing
symptom of profound colonial alienation. He
harbors a deep, almost visceral loathing for his
own Blackness and cherishes a dream of a pure
African origin as a desperate means of escape.
The play, with unflinching honesty, critiques
both the corrosive power of colonial racism and
the seductive, yet ultimately essentialist, myth
of return. In his dream, Makak encounters a
dizzying array of figures: European judges,
valiant African warriors, and a spectral Africa
that exists more as a vivid fantasy than as a
tangible reality. By the play’s culmination,
Makak arrives at a realization both painful and
profoundly liberating: his identity cannot be
derived from a mythical, unattainable Africa,
nor can it be imposed by the values of his
colonizers. He must, instead, embrace his
fractured, hybrid self.

As Stuart Hall so eloquently contended, identity
in the postcolonial world is “not an essence but
a positioning.” Makak’s arduous journey from
self-hatred to a hard-won self-acceptance
powerfully exemplifies this very truth. Walcott
meticulously  dismantles rigid binary
oppositions—colonizer/colonized, Black/White,
madness/sanity—and instead presents a fluid,
constantly evolving, and deeply performative
identity. The postcolonial reverberation here is
one of profound psychological and -cultural
healing, achieved through the courageous act of
narrative self-fashioning.

Satire and Resistance in Beef, No Chicken

In Beef, No Chicken (1981), Walcott deftly
shifts his artistic gears, employing the sharp wit
of comedy and the incisive edge of satire to
critique the insidious grip of neocolonialism and
the pervasive cultural inauthenticity within the
Caribbean. Set in the delightfully fictional town
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of Couva, the play follows the misadventures of
Otto Hogan, a local restaurant owner who
unexpectedly blossoms into a folk hero after
heroically resisting a corrupt highway project.
Through a tapestry of absurd humor, Walcott
delivers a scathing critique of the persistent
colonial attitudes that, even in the dawn of
independence, cling stubbornly to the reins of
governance.

The play’s very title—Beef, No Chicken—is a
vibrant colloquial expression that immediately
signals local flavor and a spirited resistance to
foreign homogenization. Hogan’s defiant stand
becomes a powerful metaphor for postcolonial
agency, albeit delivered with a decidedly comic
flourish. The bureaucrats, media figures, and
businessmen who populate the play often
engage in a theatrical mimicry of American or
British behaviors, subtly suggesting that true
decolonization has yet to engender a truly
decolonial mode of thinking.

Through its vibrant, rhythmic dialogue, its lively
calypso interludes, and its carnival-esque
reversals, Walcott masterfully undermines the
solemnity of official power and, in doing so,
affirms the irrepressible vitality of local culture.
In the resonant words of Kamau Brathwaite,
Caribbean identity is profoundly shaped by
“pation language”—a powerful counterpoint to
the imposed colonial English. Beef, No Chicken
thus stands as a jubilant celebration of this
vernacular, recognizing it as a potent medium of
both resistance and an undeniable authenticity.

Satire and Resistance in Derek Walcott’s
Pantomime

Derek Walcott’s play Pantomime (1978) stands
as a sharp, exquisitely comedic, and profoundly
political exploration of colonial power
structures, the nuanced complexities of racial
identity, and the resilient spirit of cultural
resistance. Through its brilliant deployment of
satire, Walcott meticulously deconstructs the
lingering postcolonial tensions and dramatizes a

subtle yet extraordinarily powerful act of
defiance against the enduring legacy of
colonialism.

Satire and Resistance in Derek Walcott’s
Remembrance

Derek Walcott’s concise play Remembrance
(1977) offers a biting, satirical examination of
postcolonial Caribbean society, focusing keenly
on the hypocrisies embedded within class
distinctions, the selective nature of memory, and
the performative aspects of masculinity.
Through incisive humor and potent irony,
Walcott critiques the deeply ingrained colonial
attitudes that stubbornly persist within the
Caribbean elite, while subtly championing
resistance through the deliberate exposure of
self-delusion, the theatricality of nostalgia, and
the insidious creep of moral decay.

Satirical Portrait of the Caribbean Elite

The protagonist, Albert, is presented as a retired
colonial civil servant, meticulously crafting an
image of virtue and dignity. Yet, as the play
progresses, Walcott wields satire  with
devastating effect, unmasking the profound
contradictions and self-serving illusions that
define Albert’s existence:

o False Nobility and Hypocrisy: Albert
grandly proclaims himself a “man of
principle,” yet his interactions with
women—most notably the seduction and
subsequent abandonment of a young
servant girl—reveal a nature that is both
deeply hypocritical and predatory. His
self-constructed image as a refined
gentleman is  mercilessly satirized
through his pretentious speech and his
idealized, often distorted, recollections
of the past.

e« Mockery of Colonial Masculinity:
Albert’s effusive glorification of his
service within the colonial
administration and his  imagined
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superiority perfectly encapsulate the
lingering mindset of  colonial
masculinity. Walcott exposes this as
nothing more than an empty, hollow
performance—Albert is not a noble
patriarch, but a man desperately clinging
to the fading vestiges of grandeur.

Memory as a Site of Resistance

The play’s very title, Remembrance, is imbued
with a profound irony. Albert’s act of
remembering is inherently selective and patently
self-serving. He romanticizes the colonial past
with an almost theatrical fervor, while
conveniently excising his profound moral
failings from his narrative. Walcott uses this
selective memory as a potent tool to critique the
manner in which postcolonial elites often
rewrite history to painstakingly maintain their
entrenched status.

o Satire of Nostalgia: Albert’s wistful
longing for the past transforms into a
biting parody of colonial nostalgia. His
memories are not authentic reflections,

but  rather  elaborate  theatrical
monologues, brimming with
exaggeration, denial, and a narcissistic
vanity.  This  satirical  treatment

effectively undermines any residual
reverence for the colonial order and
vividly demonstrates how the act of
remembrance can be manipulated into a
tool of ideological control.

o Resistance through Exposure: While
Albert pontificates, the audience, and
indeed other characters, begin to see
through his elaborate facade. His wife
and other figures subtly challenge or
pointedly ignore his grand narratives.
This silent, yet potent, resistance—
manifested through whispered side
comments, telling gestures, or simply
their deliberate absence—suggests that
his carefully constructed worldview is

crumbling in the face of a more honest,
emerging postcolonial reality.

Theatricality and Self-Deception

Walcott, with a keen ironic eye, satirizes the
very essence of theatrical performance through
Albert’s monologue-like speeches. Albert is, in
essence, a man performing himself—utilizing
elaborate language, exaggerated posturing, and
emotional manipulation to sustain his self-
image. Yet, Walcott masterfully resists granting
him a triumphant stage:

“We are actors in a play we did not write,”
Walcott seems to suggest, “but we can still
choose to rewrite the script.”

This layered irony profoundly reflects the
broader postcolonial condition: a state
perpetually caught between the compelling
demands of performance and the elusive grasp
of authenticity, between the shaping power of
memory and the convenient act of forgetting.

CONCLUSION

Derek Walcott’s plays offer a profound and
deeply resonant meditation on the intricate
colonial and postcolonial condition. They are far
more than mere retellings of oppression; rather,
they are dynamic, vibrant arenas where the
inexorable forces of history, the deep
wellsprings of myth, and the potent fluidity of
language collide and coalesce, giving birth to
new, complex cultural meanings. The colonial
echoes resonating within his plays—manifest in
the very fabric of language, the underlying
dramatic structures, and the richly drawn
characters—are met with powerful
reverberations of  postcolonial creativity,
resistance, and syncretism.

Walcott offers no facile solutions, no neat
conclusions; his plays are, instead, richly riddled
with compelling contradiction, biting irony, and
a pervasive, thought-provoking ambivalence.
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Yet, it is precisely this inherent complexity that
imbues his work with such enduring resonance.
As Glissant so powerfully insists, the Caribbean
must be understood through the lens of relation,
not merely through an isolated origin. Walcott’s
plays do not seek a nostalgic return to a pristine,
precolonial purity; instead, they courageously
embrace the beautiful, often messy, reality of
hybridity.

In a globalized world still grappling with the
multifaceted consequences of empire, Walcott’s
theatre remains an extraordinarily potent tool for
understanding how the past continues to
reverberate, to echo, and to shape the present;
how the colonized subject, with courage and
creativity, reclaims their voice; and how the
theatrical stage itself transmutes into a vital site
of profound cultural transformation.
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