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Chapter One: The Problem

Many recent interpretations of Shakespeare's The

Igmpg§L1 have tended, in various ways, to identify it as a

play concerned with colonial exploitation.2 Such critics

have responded to words in the play also found in Jacobean
exploration accounts--e.g., "plantation" (2.1.147), "Indian"
(2.2.35), "still-vexed Bermoothes" (1.2.229). Additionally,
it has been argued that the play's first scene derives from
William Strachey's account (1610) of the ship wreck off the
Bermudas in July 1609. Although these correlations may be
suggestive, they do not support the view that The Tempest
reflects Renaissance exploration accounts. If such claims
for the play's "colonialist dimension" are questionable, what
motivates such insistence upon a "colonialist"
interpretation? How is it that unregenerate Caliban is seen
to be the play's hero and Prospero is its tyrant-exploiter?
Such criticism overlooks dramatic terms with potential
Jacobean political overtones.

The aim of this study, however, is not to deny Jacobean
interest in colonial exploration; rather, it is mainly to
examine the validity of the current critical view that The
Tempest endorses an imperialist stance. These critics share
the notion (1) that Caliban is a sympathetic hero of the
play; he suffers at the hands of the ruling figure Prospero;
and he is "oppressed," "disenfranchised," or "exploited"
(Hirst 22); (2) that just as Caliban's enslavement is said to
be a focus, so the play reflects "colonialist practices"

(Brown 48). This tends to give a "colonialist dimension"



(Griffiths 159) to important actions and speeches in
Shakespeare's Jacobean comedy.

Concerning Caliban's sympathetic portrayal, instances
are numerous, ranging from Kermode's proposal that "Caliban
is the core of the play" (Ed. xxiv). Still further, some
critics argue not only that "Caliban is the rightful spirit
of the play's center" (Patterson 155), but also that his
claim--"The island's mine" (1:2:333-4)--represents a
legitimate challenge to Prospero: like Orgel who sees in
Caliban's declaration a formidably "significant counter-claim
to Prospero's authority” (24), so, Caliban, according to
Barker and Hulme, offers a "compelling and defiant counter"
(199) to Prospero. "Caliban's claim" to the island, argues
another of his prcocponents, is not "easily dismissed"”
(Greenblatt Chropnicle B3). 1Indeed, justifying Caliban,
another commentator argues that "Caliban's curses are the
most powerful condemnation of Prospero's way of life"™ (Hirst
19).

In addition, Caliban's justification has thus been, to a
large extent, at the expense of Prospero. Critical attempts
discrediting of Prospero have also stressed Caliban's
supposed claim to the island (1.2.333-334). Such views are
anticipated by Hazlitt (1818) who maintained that "Prospero
and the rest are usurpers”™ (Daniell 80). Indeed, to a recent
commentator, Prospero has himself "in effect created the
conspiracy” (Greenblatt Negotiations 145). Hence critics
sympathic to Caliban find his legitimate possession of the
island "answered by Prospero only with hatred, torture, and

enslavement" (Greenblatt Negotiatjons 157). One recent



production of the play carries this interpretation even
further: Caliban is a "demoralized, detribalized,

dispossessed suffering field hand"” (Jonathan Miller in Hirst
77).3 According to some critics, Caliban's heroic status is

increased by his supposed suffering at the hands of Prospero.
Recent criticism has also maintained that pitting the
"Planter" Prospero against the "aboriginal" Caliban (Hawkes
Rag 2) reflects similar correlations in Jacobean exploration
tracts. "Surely,” notes another critic, the play "does
suggest the customarily-listed New World interests" (Daniell
75). That the play draws on “the context of the coloniser
and the native"™ (Hirst 21) is validated by Thomas Cartelli's

insistence: the play presents "the model for brutal British
colonialism in Africa"™ (Daniell 81).4

Such proposals that The Tempest reflects "colonialist
practices" (Brown 48) has indeed hardened into an assumption.
Considering the play's supposed "colonial" sources (e.qg.,
Strachey's letter), Kermode asserts, "Shakespeare had these
documents in mind"” (Ed., xxviii). Confidently, Patterson
holds it "inarguable that . . .Shakespeare intended a
contribution to a philosophical debate on colonialism and
race relations" (156), although she maintains the
contribution was "subversive."

Whatever the scholarly merits of their case, proponents
of the play's "colonialist discourse"” evince easy slippage
from hypothesis into fact. To illustrate further, Stephen
Greenblatt's influential essay (1988) echoing, among others,

Kermode (Ed., xxvi-xxxiv), assumes it likely that "Strachey's




account . . . is likely, along with other New World
materials, to have helped shaped The Tempest™ (147).
Although Greenblatt does concede that "the play was performed
long before Strachey's narrative was printed," he concurs
with the presumption of scholars that Shakespeare "read a
manuscript version of the work [Strachey's letter]" (147).
Later in the essay, however, his earlier, more tentative
assertion about this "gopnjunction of Strachey's unpublished
letter and Shakespeare's play" (149) slips into an absolute
indebtedness on Shakespeare's part: "Such then,” he now
proclaims positively, "were the narrative materials that
passed from Strachey to Shakespeare, from the Virginia
Company to the King's Men" (154). Thus Greenblatt's limited
hypothesis becomes definite, absolute fact.

Although the above citations represent the prevailing
tendency of much recent commentary, critics are not lacking
who question the hypothesis that Ihe Tempest is a "pro-
imperialist"” play. Against such prevailing "colonialist"
interpretations, some critics have directly entered the
lists. With regard to the first aspect, that Caliban is the
sympathetic hero, Anne Barton qualifies the notion of
Caliban's alleged "victimization®" (53). 1In opposition to
such supposed sympathetic depictions, "Caliban, in fact, "
asserts Skura, "is more like the devils Strachey expected to
find on the Bermuda island (but didn't) than like the Indians
whom adventurers did find in Virginia" (49). Demoting "the
displaced native, Caliban," Deborah Willis sees Antonio as a
far more serious threat to Prospero (286). Such

interpretations revise the notion of Caliban's centrality to




the play, though Caliban remains, in general, a "native," an
"Indian,"” a "cannibal. ">

Relatedly, reacting to such recent villifications of
Prospero, Robert M. Adams avérs that "it's easy to
exaggerate Prospero into an early instance of 'plantation
mentality'" (25). Tempering recent indignation to Caliban's
supposed "enslavement, " Anne Barton maintains that "Prospero
has merely repeated, in a milder form, what that earlier
exile Sycorax did to Ariel--and what Stephano in his turn
proposes to do to Caliban and Miranda" (55).

With regard to the "colonialist" theory, opponents have
questioned this pro-imperialist emphasis. Such
interpretations concur on this point: recent criticism
"flattens the text into the mold of colonialist discourse”
(MacDonald 43). Also opposed to the pro-imperialist notion,
Edward Pechter maintains that colonialism can be seen as
"only a marginal or allusive presence in a text with some
other center" (298). Skura similarly declares of the work:
indeed, "we have no evidence that seventeenth century
audiences thought the play referred to the New World" (47).
Among recent critics, "some emphasis on colonialism is now
expected" (Griffiths 179). So, as R.S. White complains, "We
have, over the last few years, had an awful lot of essays
about colonialism, post-colonialism and The Tempest from
writers who seem to have seized on the subject as on the
latest fashion" (222).

In view of the numerous assertions that The Tempest

concerns “"colonial imperialism,” this study proposes to



examine the relevance to The Tempest of the popular modern
theory. Against such anachronistic twentieth-century
interpretations, this study proposes to examine The Tempest

within Jacobean political contexts.

Notes

1. All quotations are taken from Shakespeare's Ihe Tempest,
ed. Frank Kermode (London: Methuen & Co., Ltd., 1977).

2. For a listing of older studies see Charles Frey, "The
Iempest and the New World," Shakespeare Quarterly, 30 (1979),
31, n. 10. Among the more recent essays two Trevor
Griffith's may be singled out for its detailed history of
images of Caliban on the nineteenth and twentieth-century
stages: Alden T. Vaugham and Virginia Mason Vaughan,
Shakespeare's Caliban, Cambridge: Canbridge UP, 1991 and
Trevor Griffith "'This Island's mine': Caliban and
Colonialism, " Yearbook of English Studies, 13 (1983), 159-80.
See also the discussions by Francis Barker and Peter Hulme,
"Nymphs and Reapers Heavily Vanish: the Discursive Con-texts
of Ihe Tempest," in Alternative Shakepseares, ed. John
Drakakis (London: Methuen, 1985), 191-205, 235-237; and Paul
Brown, "'This thing of darkness I acknowledge mine': The
Tempest and the Discourse of Colonialism,"” in Political
Shakespeare: New Essays in Cultural Materialism, ed. Jonathan
Dollimore and Alan Sinfield (Ithaca: Cornell UP, 1985), 48-
71. Other essays that make the topic of colonialism their
central theme are the following: Paul N. Siegel, "Historical
Ironies in Ihe Tempest," Shakespeare Jahrbuch, 119 (1983),
104-11); Thomas Cartelli, "Prospero in Africa: The Tempest as
Colonialist Text and Pretext,"™ in Howard and O'Connor,
Shakespeare Reproduced, 99-115; Terence Hawkes, "Swisser-
Swatter: Making a Man of English Letters," in Drakakis's
Alterpnative Shakespeares, 26-46; Stephen Orgel, "Prospero's
Wife," Representations 8 (1985), 1-13 and "Shakespeare and
the Cannibals," in Hitches, Cannibals, Divorce: Estranging
the Repajssance, Selected Papers from the English Institute,
NS 11, ed. Marjorie Garber (Baltimore: Johns Hopkins UP,
1986), 40-66; Stephen Greenblatt, "Martial Law in the Land of
Cockaigne, " in Shakespearian Negotiations: The Circulatjon of
Circulation of Social Energy in Renaissance England
(Berkeley: U of California P, 1988), 129-63.

One of the earliest complaints about this recent
political criticism was Edward Pechter's "The New Historicism
and its Discontents: Politicizing Renaissance Drama, "™ PMLA,
102 (1987), 293-303. Recently, the colonialist view has been
criticized by Meredith Anne Skura, "Discourse and the
Individual: The Case of Colonialism in The Tempest,"
Shakespeare Quarterly, 40 (1989), 47; Russ McDonald,



"Rereading The Tempest" and Kurt Tetzeli Von Rosador, "The
Power of Magic: From Endimion to The Tempest,"” both in
Shakespeare Survey, 43 (1991), 15-28; 1-14.

3. Commentators have also attempted to devalue Prospero by
introducing a distance between Shakespeare and him:
"Prospero's play and The Tempest," insists one critic, "are
not necessarily the same thing” (Barker and Hulme 199)--or,
conversely, by aligning the playwright and his character:
"Prospero, and hence Shakespeare himself, are not masters of
all they command"” (Patterson 159). Further, another
interpretation maintains that "Prospero's savage description
is not an objective one"™ (Hirst 19).

4. For a review of third-world views of colonialism and The
Tempest see Rob Nixon, "Caribbean and African Appropriations

of The Tempest," Critical Inqguiry, Spring (1987) Volume 13,
Number 3, 557-578.

5. Regarding "Indian" see Stoll and RQ XLIV, No. 2, Summer
1991, 202 n 21: the Latin word "India" may refer to the
geographical "India" (see Curtius, "India topos") or, as Ian
Thomson points out, may refer to an area "roughly equivalent
to modern Ethiopia" (see Vergil, Aeneis 6. 794).] Regarding
the Caliban/cannibal anagram claim, Caliban's name may be
recalled in Jonson's The Alchemist, when Subtle rails at
Face: You have "Never been known, past equi clibapum, / The
heat of horse-dung, under ground” (1.1.86). Here Caliban's
name may suggest horse dung.




Chapter Two: Prospero's Stage "Tempest”": "Tempest," Time,

and Three Renaissance Political Notions.

The Strachey Problem

Critics have argued that Shakespeare used Renaissance
voyage literature as a source for The Tempest's (c. 1610)
opening storm scene. Among other sources that have been
proposed, William Strachey's letter to the Virginia Company
(1610, unpublished), these critics maintain, is particularly

1

relevant to the play's opening scene. Especially with

regard to Strachey's account of the 1609 shipwreck, critics
who claim this as a source, maintain that there is "ample
proof" of Shakespeare's friendship with members of the
Virginia Company as well as of his interest in their project.
For this reason, these critics aver, Shakespeare must have
read Strachey's letter in manuscript (Hirst 11).

Strachey's 1610 letter, according to these critics,
contains verbal parallels with The Tempest. These apparent
resemblences include, among others, the following examples
from the play's opening storm scene (1:1). First, Strachey's
term, "unmerciful tempest," is allegedly echoed in the play's
violent shipwreck onto a strange island (Greenblatt,
Negotiations 149). Second, Strachey's description of St.
Elmo's fire in the ship's rigging supposedly inspired Ariel's
"sometimes I'd divide / And burn in many places (1.2.198-99)
(Hirst 11). Third, Strachey's depiction of the governor
"heartening every man unto his labor" (Greenblatt,

Negotiations 149) purportedly resembles the Boatswain's



exhortation to the mariners, "Heigh, my hearts!"™ and "You mar
our labour” (1.1.5 and 13).

Such coincidences may be just that. They are too vague
and general for any specific source claims. One wonders what
else one would expect in a narrative depiction of a ship
foundering in a storm. Turning from these so-called sources,
we find instances where such descriptions seem to be
commonplace. For instance, as one critic has pointed out,
the St. Elmo's fire recurs in other voyage literature.

Among others, Richard Eden's account of Magellan's voyage
tells of St. Elmo's fire in ship's rigging and other such
storm-at-sea commonplaces (Frey 31). Such awareness appears
in one of the most respected editions of the play, "Mention
of St. Elmo's fire occurs twice in Eden's History of Iravel
(Kermode n. 1.2.198). This St. Elmo's fire is also found in
Erasmus's literary rendition of a ship in a storm,
"Naufragium” (Baldwin 742; Rea 281). Against these slight
verbal parallels between Strachey's letter and the play, it
is possible to ask, "who could tell a sea story without them"
(Stoll 487)7

Despite such questions, recent critics of The Tempest
seem persistent regarding Strachey's letter. First, they
assert that it serves as a source for the opening storm scene
and Ariel's later depiction of that scene. Second, they
argue that its supposed relevance indicates Shakespeare's
"complicity” with the "imperialist” aims of the Virginia
Company (e.g., Greenblatt, Barker and Hulme, Brown). The
play, one commentator argues, is involved not only in the

"apotheosis" and "mystification”™ of "colonialist discourse”
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but also in its "potential erosion™ (Brown 68-69). Regarding
the play's supposed "imperialist™ propensity, for example,
these critics point to Prospero's apparent "anxiety" over his
"exploitation”" of Ariel and Caliban and his "regulation" of
Ferdinand and Miranda. 1I shall address these claims below in
my section about Prospero's use of Time,

To promote their notion of play's supposed "unconscious"
erosion of these "imperialist" aims, they rely on comparisons
between Strachey's letter and Shakespeare's play. In
Strachey's letter, for example, these critics maintain that
the storm's high seas "leveled”" the distinction between those
who labor and those who rule. That is, in Strachey, that the
aristocrats "labor" alongside their inferiors indicates to
these critics a "leveling" of the ship's hierarchy. ZIhe
Tempest, they allege, portrays a similar blurring of
political status in the colonial arena. According to this
view, in the confusion of the storm, the Boatswain's speeches
against King Alonzo and the other aristocrats aboard the
foundering ship enacts a threat to the "imperialist"
hierarchy (Negotiations 149).

On the surface, such "leveling" political overtones seem
to emerge in the opening scene as the "tempest" worsens. For
example, a challenge to Renaissance political authority is
heard when the Boatswain (a lower ship's officer) defies the
King's councillor: "What cares these roarers for the name of
King™ (1.1.14). 1In addition to the "roar" of threatening
waves, here, according to one editor, the term "roarers" may
also have suggested popular rebellion against authority

(Kermode 1.1.14, n.). Furthermore, opposed to the
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Boatswain's insolence and the "noise" (s.d.) of the
"roarers," Gonzalo, the King's councillor, instructs the
Boatswain about the respect due his royal passengers:
"remember who thou hast aboard™ (1.1.17). Among such
political characters are a duke, a king, his brother, and the
court entourage. That the Boatswain tells King Alonzo to
"keep below" (1.1.9), according to this view, symbolizes a
"leveling” of the hierarchy.

Although there seem to be overtones of political
"leveling” in this section of the opening scene, this
appraisal may need readjusting in light of other exchanges in
this same opening scene. Against this notion that the
Boatswain provokes political upheaval stands the Boatswain's
strict observance of the chain of command that opens the
play. In particular, during the confusion of the storm, the
Ship Master's commands are efficiently relayed and summarily
obeyed by the Boatswain and the mariners. That is, the
Master calls, "Boatswain!" (1.1.1); the Boatswain responds
immediately, "Here, master. What cheer?" (1.1.2); and the
Master commands Boatswain to "speak to the mariners!"™
(1.1.3). Thus the Master requires and receives this dutiful
response from his inferior in the face of potential disaster
for the whole ship, "or we run ourselves aground" (1.1.4).
Moreover, the Master's word "ourselves" here seems to
emphasize a spirit of working together for the good of all.
At least among the crew, then, there seems no "leveling”" of
the hierarchy.

In addition, just as the Master commands the Boatswain's

respect, so the Boatswain, in his turn, rallies the mariners
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with no opposition from them: "Yare, yare!"™ (1.1.6)
directing them to "Take in the topsail!" (1.1.6). The
Boatswain even reminds the mariners of the ship's hierarchy
of command: "Tend to th' Master's whistle!" (1.1.6-7) Here,
the title "Master" could refer to a range of possible
authority figures--among others, the Ship's Master, Prospero
(who raises the storm), or even King James, who we suspect
attended a performance of the work (1610/11 or 1612). Ending
this section with a challenge to the storm itself--"Blow till
thou burst thy wind, if room enough!” (1.1.8)--the Boatswain
seems confident that at least the crew's hierarchy may fend
off disaster. From this perspective, the audience may very
well agree with the Boatswain that the wicked usurpers do
"assist the storm" (1.1.10).

The claim that the opening scene represents a "leveling"
of authority also seems problematic especially since by the
beginning of Act II the audience learns that the aristocrats
on board, except for Gonzalo, are opponents to the throne.
That is, Antonio is a usurping duke, King Alonzo is a
confederate king, and Sebastian is a would-be usurping king.
It is true that the audience does not at the time the storm
know of Alonzo, Sebastian, and Antonio's villainy. Levels of
the audience, however, may very well suspect their treachery.
Whereas King Alonzo and Gonzalo's remarks to the Boatswain
seem officious, Antonio and Sebastian's seem venemous: e.g.,
Sebastian: "A pox o' your throat, you bawling, blasphemous,
incharitable dog!"™ (1.1.38-39). It is not as if the
Boatswain challenges an authority that is above reproach in

Alonzo, Antonio, and Sebastian. Rather, the Boatswain rails
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against usurpers. Furthermore, although the "tempest" may
also suggest a crisis for Prospero's rule, at this point in
the play, this hubub is orchestrated by the rightful Duke of
Milan, Prospero against the usurpers. While the Boatswain's
defiance of the aristocrats may seem an indictment of the
"ruler's authority”™ (Greenblatt, Negotiations 156), it may
foreshadow Alonzo, Antonio, and Sebastian's treachery.

Another difficulty with relating Strachey to Shakespeare
emerges when these aristocrats refuse to labor. 1In
Strachey's account, aristocrats "labor" alongside their
inferiors. An earlier Shakespearian ship-in-a-storm scene
seems a much closer parallel to Strachey than to The Tempest.
Like Strachey's nobles who join with the mariners against the
storm, in the Shakespearian Pericles, Prince of Tyre (circa
1608-09) Pericles quite readily "works" against the
destructive force of a storm. 1In a passage that seems to
foreshadow the storm opening The Tempest, Marina recalls the
sea storm that separated her from her father, Pericles.
Whereas in The Tempest the usurpers distain assisting the
Boatswain's labors to stave off destruction, in Pericles, as
in Strachey's account, quite the opposite occurs. Pericles
encourages the seamen. Most significantly, he "galls" "His
kingly hands haling ropes" (4.1.53-54).

Furthermore, unlike the aristocrats in The Tempest,
Pericles pitches in, even '"clasping to the mast, endur'd a
sea / That almost burst the deck” (4.1.55-56). Again unlike
the subverters in The Tempest, it is Pericles who attempts to
rally the mariners against the storm--"'Good seamen'"

(4.1.53). Further, in Pericles the mariners seem afraid of
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the storm: "the boatswain whistles, and / The master calls,
and trebles their confusion” (4.1.63-64). Much like Gates's
efforts to rally the mariners in Strachey's account, against
the seamen's "confusion, Marina describes Pericles's
fortitude: "My father, as nurse said, did never fear™
(4.1.52). Strachey's "leveling" account of Gates's shipwreck
seems more appropriately compared to the storm in Pericles
than to its counterpart in Ihe Tempest.

Questions remain, then, regarding the "colonialist"
notion that (1) Shakespeare's "tempest" parallels Strachey's
"tempest"” and (2) this supposed parallel would have evoked
for the Renaissance audience a colonialist critique. If
these commentators*' claims are not convincing, it is possible
that the word "tempest" recurs in other Renaissance political
contexts. In the pages that follow I shall suggest that the
use of the word "tempest" may have yet partially unexplored
political overtones. For example, "tempest®™ recurs in
Renaissance sources and elsewhere in Shakespeare as a symbol
of royal instability. 1In addition, the word "tempest"™ may

have been heard by some of the audience as tempus and so
evoke Renaissance commonplace notions of political time.2

II. Prospero's "Tempest" (l1l:1) and Royal Instability

In the previous section, I have cited objections to the
relevance of Strachey's letter (pub. 1625) to Shakespeare's
The Tempest. Such objections question the view which holds
the play to contain a critique of colonialism. According to
this "colonialist" view, Shakespeare uses Strachey's account

of the shipwreck of 1609 as a source for the play's opening
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"tempest.” Linking the play and Strachey's letter, this view
claims, for example, that the action on Strachey's ship is
reflected in the play (Negotiations 149). While such critics
insist that the opening scene's political overtones are
pointedly "imperialist," instead, this section will attempt
to show that Shakespeare's "tempest" may have evoked for some

of the audience a more commonplace Shakespearian symbol for a
time of royal crisis.3

Just as many of Shakespeare's plays contain conspiracies
against a king, so the action of The Tempest centers around a
set of political conspiracies seeking to overthrow the play's
"prime Duke" (1.2), Prospero. These conspiracies are a
result of Prospero's neglect of the "manage of my state"
(1.2.70). As outlined in Prospero's exposition (1.2), "rapt
in secret studies" (1.2.77), Prospero handed over the
administration of his dukedom to his brother Antonio, who
proceded to "extirpate me and mine” (1.2.125). To bring the
usurper Antonio and his confederates, King Alonzo and his
brother Sebastian, to justice, Prospero raises a "tempest" at
the opening of the play. Among other motivations, to regain
his dukedom Prospero conjures this "tempest."

It is not surprising, then, that the word "tempest"
recurs in the play to suggest a time of royal crisis. 1In
addition to the play's title, the word "tempest”" and such
related words as "storm”" appear fifteen times throughout the
play. The word "tempest" itself occurs significantly three
times in Shakespeare's play. In these three instances when

the word "tempest” is used, there seems to be evidence
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indicating some connection with royal vulnerability: 1) the
initial scene's dramatic display of a foundering ship with
royal passengers (1.1) may symbolize the monarchy in crisis;
2) referring to this same "tempest"” (1.2.194), Ariel's
depiction of the "King's ship"™ (1.2.196) in great danger may
also have suggested a crisis for royal authority; 3) against
when Prospero "first raised the tempest"” (5.1.6), Ariel
assures Prospero that the "King and's followers" (5.1.7) are
"Confined together™ (5.1.7), suggesting that the opening
"tempest"” may also evoke an image for princely wrath; 4)
finally, referring to "this last tempest™ (5.1.153), Prospero
reveals that the instability of rule suggested by the opening
scene's "tempest" has passed, "My dukedom since you have
given me again”™ (5.1.168). The word "tempest” seems to
recur, then, as a watchword for times of royal crisis.
Returning to the play's title word "tempest," the

opening scene's depiction of a foundering ship may suggest a
commonplace emblem device, with its storm suggesting a time
of royal crisis. The word "tempest" or its variants often
appear in the political mottoes in emblem books dedicated to
Renaissance princes. Within this context, a ship in a storm
may depict a state in political turmoil for the prince. Such
emblem books often depict the state as a ship at sea:

We to the Sea, this HWorld may well compare;

For, ev'ry Man which liveth in the same,

Is as a pilot, to some Yessell there

When of Kingdomes, any gayne the Sway,

To Generalls of Fleets, we liken these

(Wither P1. 37).
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Accordingly, the "Principe"” is termed "en governor la nave de
su estado” [the governor of the ship of state].4 In these

emblem books, royal stability is often represented as a ship
in calm seas. One such emblem is accompanied by the
inscription "Tempore Perficitur" [Perfect weather/time]
(Typotius Pl. 180). This inscription is illustrated by a
ship sailing smoothly through a calm sea.

Monarchical instability, on the other hand, is
periodically figured as a ship in a storm. For example, in
one emblem book, the motto Tempestate Probatur [Testing Time])
accompanies a depiction of a ship foundering in stormy seas
(Henkel P1. 44). Another engraving, dedicated to the
Archduke Ferdinand of Burgundy, is entitled "Resistunt
Firmata" [Firm Resistence] (Typotius Pl. 95). This plate
shows a ship in rough seas battling three winds. For both
emblems, the winds and the waves seem to symbolize political
troubles and the foundering ship a royal crisis. This ship
of state motif significantly appears on the "ryal," a coin
minted in honor of King James's reign at about the time of
the play's composition (MacKay 48). Such emblematic
allusions to the word "tempest" as a monarch in a ship may
have occurred to spectators watching The Tempest opening
storm scene.

This context of royal turmoil recurs with the word's
second appearance. Responding to Prospero's request for
information, Ariel describes how the "rest of the fleet"
"supposed"” they saw the chief of state, "his great person"

(1.2.237), "wraked" by the "tempest™ (1.2.194). Eventhough
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King Alonzo does not "perish"™ (1.2.237), still the "King's
ship”™ was "nigh shore™ (1.2.216) and so in danger. In fact,
the politically suggestive phrase, "King's ship" emerges four
times (1.2.196,225,228,236) in the space of thirty lines. It
seems possible that the audience heard in the phrase "King's
ship” an aural pun on the word "kingship."” 1If this be the
case, then the association of "King's ship”" with "kingship"
may further indicate that the word "tempest" here evokes a
crisis for the monarchy. That is, if the "King's ship” is in
a state of crisis, then "kingship"™ may be in a state of
turmoil. Moreover, the related phrase, "King's son" recurs
twice within these same thirty lines. These six repetitions
of the word "King" seem to underline the significance of the
apparent "wrake" to Prospero's dukedom. That 1is, the
"tempest" endangering the "King's ship" may symbolize the
turmoil created by Prospero's overthrow.

Indeed, the word "tempest®" recurs in contexts of royal
difficulties in Jacobean political writings. Since King
James was Shakespeare's royal patron and the predominant
political figure of the realm, King James's political
experiences and attitudes may have been relevant for
Shakespeare's consideration. Political instability haunted
James early on as England's monarch. 1In 1606, for instance,
a conspiracy to blow up Parliament and the King was
discovered. King James was still occupied with preventing
the recurrence of the Gunpowder Plot, even at the time of the
play's performance (1610). At this time, to isolate any
would-be conspirators, he insisted, against the Pope's

vehement protestations, that all English Catholics sign an
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Oath of Allegiance (McIllwain, Works 71-109). One of the
King's foremost apologist for the Oath, John Donne, uses the
word "tempest" as an image for the Pope's attempt to usurp
James's authority: "If you be fishers of men, why dooth hee
which sends you, first raise stormes and tempests of Treason,
and Scandall; and expose you to a certaine shipwracke?"
(Pseudo-Matyr D2). Here the word "tempest” suggests a
political crisis both for James's kingship and for the
authority of his rival, the Pope. In this sense, then, the
word "tempest" may have suggested to some of the audience,
especially the aristocratic Blakcfriars's audience, a
conspiracy against the monarch. These connotations of royal
turmoil seem applicable to The Tempest, particularly in light
of the conspiratorial intentions of Antonio and Sebastian.

In addition to its association with royal vulnerability,
the word "tempest," in its third appearance evokes the king's
wrath against these traitors, in particular, when Prospero
remembers "when I first raised the tempest” (5.1.6) against
his enemies. Responding to Prospero's question about his
foes, "How fares the King and's followers" (5.1.7), Ariel
responds that they are "confined together" (5.1.8). That
"the King, his brother, and yours [Prospero's] abide," that
they are "all prisoners,™ and that they "cannot budge"
(5.1.7-12) may have seemed an appropriate punishment for
usurpers. At this juncture in the play, then, the word
"tempest" appears within the context of Prospero's princely
retaliation against the usurpers.

As a duke in exile, Prospero's anger at the subverters

may have recalled numerous biblical references identifying
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God's wrath with a "tempest.” Comparing the king's power
with God's power was commonplace during the Renaissance. For
instance, "But the Lord sent out a great winde into the Sea,"
begins Jopah 1:4, "and there was a mightie tempest in the
sea, so that the ship was like to be broken" (Geneva
version). Indeed, for political purposes, King James himself
was fond of drawing parallels between a king's wrath and
God's wrath (Basilicon Doron 32). The word "tempest" may
have evoked for the audience the force of God's and the
king's wrath.

The final appearance of "tempest" again seems to ring
with overtones of royal instability. 1In this case, along
with its connotations of political turmoil and princely
wrath, Prospero's reference to the "last tempest"” (5.1.153)
contrasts sharply with the stability of Prospero's
restoration and continuance. 1In particular, Alonzo
dejectedly expresses his seemingly dashed hopes for the
politically advantageous marriage of Ferdinand and Miranda:
that they "were both in Naples, / The King and Queen there!"
(5.1.149-50). Before clearing up this misconception,
however, Prospero reveals his identity to the usurpers in
terms of his ducal status: "I am Prospero, and that very
duke / Which was thrust forth of Milan" (5.1.159-60). This
revelation indicates that Prospero's political goal
throughout the play has been achieved: My dukedom since you
have given me again" (5.1.168). At this point, Prospero
unfolds for King Alonzo what could have been seen as a symbol
for royal continuity, "a wonder [Ferdinand and Miranda] to

content ye / As much as me my dukedom”" (5.1.170-71). The
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duchy's stability suggested by the "auspicious gales"”
(5.1.314)--Prospero regaining his dukedom and secures the
marriage of Ferdinand and Miranda--contrasts with "This last
tempest, " a symbol for the monarch's instability and wrath,
as suggested above.

Taken together, these four instance of the word
"tempest"” seem to form a pattern suggestive of the play's
political probing. First, the opening storm scene (1.1),
whose action dramatizes the title word, depicts the ship of
state in what seems the turmoil caused by monarchical
overthrow. Second, Ariel's account of the apparent shipwreck
(1.2) again portrays the upheaval caused by royal usurpation.
Third, Ariel's assurance (5.1) that the King and his
entourage (two usurpers and a King's councillor) are
“confined" seems akin to a traitor's detention allowing
Prospero to regain his dukedom. Fourth, Prospero's
revelation that he is Duke of Milan and that the future King
and Queen have survived contrast with "This last tempest."
In brief, the term "tempest” may have evoked for some of the
audience Renaissance notions of royal instability and
princely wrath.

Such possible overtones of royal instability suggested
by the word "tempest" seem reenforced by Shakespeare's
earlier uses of the word within similar settings of royal
upheaval. For example, Shakespeare does use the word
"tempest"” to emphasize the turmoil created by conspiracies
against kings in the History plays. In 2 Henry VI, for
instance, both York, an ambitious noble with some royal

claim, and commoner Jack Cade, at York's instigation, attempt
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to usurp the throne. Distressed by these attempts at his
overthrow, the King complains that his rule is threatened by
both ends of the political hierarchy: "Thus stands my state,
'twixt Cade and York distressed”™ (4.9.31). As an image for
the throne's turmoil, the King compares quelling Jack Cade's
rebellion to "a ship having 'scaped a tempest" (4.9.32).
Here, Shakespeare seems to use the word "tempest"” as an image
for royal instability that looks forward to its similar use
in Ihe Tempest.

The word "tempest"™ also has similar currency in
Shakespeare's Jacobean tragedies. 1In Macheth, for example,
the hostile Norwegian forces marching against King Duncan are
described as "shipwracking storms" (1.2.25-26). Here,
"shipwracking storms," a phrase related to the word
"tempest,”" may possibly have been received by the audience as
a danger to Duncan's monarchy. Furthermore, in the next
scene, the Witches promise that they will initiate trouble
for Macbeth: "though his bark cannot be lost / Yet it shall
be tempest-tossed" (1.3.25-26). Indeed, the witches'
suggestion, among other motivators, impels him to regecide,
the ultimate royal instability. This use of the word
"tempest," moreover, looks forward to the tumultuous fate of
another of Shakespeare's grim usurpers. That is, in
Macbeth's final "blow wind, come wrack" (5.5.50), he, the
usurping king, ironically invokes the Shakespearian grand
symbol for monarchical upheaval, the storm. 1In both 2 Henry
6 and MacBeth, then, the word "tempest," and the related
words "storm" and "wrack," seem set in scenes depicting royal

instability.
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Beside the play's possible allusion to Jacobean
exploratory ventures, the word "tempest,”™ then, may have
evoked for some levels of the audience royal instability,

* N *
Prospero's "Tempest" and Time's Scarcity

Apart from the title word's overtones of royal
instability already proposed, the term "tempest" could have
suggested in its sound the word tempus. If words related to
tempus--tempestus, tempo, and temps--suggest a connection to
"Time," the word "tempest,"” in its Renaissance sense, may
have denoted a particular time, period, or occasion (QED,
s.v. 4).

In this sense of tempus--a particular time--the title
word "tempest" may be noted in a Renaissance political
context. For example, Francis Bacon seems to use the word
"tempest" to indicate a time when a prince should be alert to
political turmoil. That is, "Shepeards of People," according
to Bacon, should discern "Kalenders of Tempests in State,”
("Of Seditions and Troubles"™ 79). Similar uses of the word
"tempest" also seem to call for a royal vigilance during a
time of political commotion. The word "tempest," according
to Sir Walter Raleigh, seems to call for "excellent wisdom":
"when tempests are, and subjects bent on sedition," notes
Raleigh, "the one requires an excellent sailor, the other the
aid of some excellent wisdom™ ("The Cabinet-Council”). If
the word "tempest” in these instances indicates a time of
political turmoil against which princes should be prepared,
the title may also have overtones of a particularly urgent

political~-time,
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Along with the title "tempest"™ and its possible temporal
connotations, the opening storm scene repeatedly emphasizes
time's urgency. Although we would expect storm scenes to
carry a sense of urgency, other of Shakespeare's storm
scene's seem not to employ time-words so emphatically. In
The Tempest, however, against Gonzalo's admonition to "be
patient” (1.1.16), the Boatswain implores him in terms of
time words: "work the peace of the present” (1:1:21) or
submit to "the mischance of the hour" (1.1.24). The urgency
suggested by these time words "present"™ and "hour" is
complemented by other time-related words. For instance, with
adverbs of time, the Boatswain rallies the crew to move
quickly: "Yare; yare!"™ (1.1.4, 32). Most editors define
this word "yare" as "quickly or briskly" (e.g., Kermode,
Orgel, 1.1.4., n.). Such emphasis on an urgent time seems
highlighted by large number of commands in the scene.
Repreatedly, characters command others to act quickly. The
Master and Boatswain's opening lines seem largely imperative:

Master: Boatswain!
Boatswain: Here, Master. What cheer?
Master: Good, speak to the mariners; fall
to’t yarely, or we run ourselves aground.
Bestir! Bestir!
(1.1.1-4) .
The Boatswain, in his turn, issues a string of commands:
"Take in the topsail! Tend to th' master's whistle! Blow till
thou burst thy wind, if room enough!”" (1,1.5-7). Temporality
and swift response, then, seem emphasized in the crucial

first scene.
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In the sections that follow, I shall explore whether
this urgency of storm-time, especially regarding its possible
political relevance, echoes through the rest of the play. 1In
particular, I shall consider the following: Prospero's
"present business" (1.2.136): Political Vigilance; and
Antonio's "any business that we say befits the hour"”
(2.1.283-84): Political Over-Reaching. These parallel
responses to temporality seem to operate within a play whose
very title, as suggested
above, evokes tempus.

Prospero's "present business” (1.2.136) and Political
Vigilance

Timely but skilled action against Antonio, Sebastian,
Alonzo and Caliban seems suggested in Prospero's speeches in

Acts One, Four, and Five. As in Lear where "ripeness is all"”
(5.2.11)5, timeliness seems a key dramatic factor in

Shakespeare's plays. In Prospero's reminder, for example,
that "'Tis time"™ (1.2.23) to regain his dukedom, we find the
first suggestion of his ability to await the propitious
moment. Even when Prospero is not on stage, the force of
timely action seems present for the audience. Indeed, a
significant number of his lines refer to his watchful energy.
Echoes of Prospero's “present business,” (1.2.136) would seem
to suggest the audience's perception of the play's time.
Prospero's timeliness may be further hinted at in his
account of his past political failure (1.2.38-140). After
relating his own disregard for "temporal royalties” (1.2.110)

and the treachery of Antonio, Sebastian, and Alonzo (1.2.23-
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184), Prospero proclaims the urgency of his "present
business™: "I am ready now" (1.2.187).

Among other connotations, then, Prospero's "present
business™ may suggest timely action. His awareness of

opportunity brings to mind Renaissance topics about Time:
e.g., "Take Time When It Comes"®. Prospero's capacity to

await the right moment also seems anticipated in earlier
Shakespearian plays. A famous example comes to mind, when,
after agreeing with Poins to doublecross Falstaff, Prince
Hal, now alone on stage, promices the audience,

I'll so offend to make offense a skill,

Redeeming time when men think least I will

(1 _Henry IV, 1.2.204-05).

Hal will "redeem" Time when least expected; from different
angle, Prospero will when "'Tis time" (1.2.23). These
conceptions of Time are also echoed in books of advice to

7

merchants. While neither Prospero nor Hal belong to the

merchant class, both protagonists, like the merchants of the
advice books, seem to harness or control Time to advance
their interests. Jerome Turler in The Traveler (1575), for
example, asserts that "to say or doo anything,"” traveling
merchants should know "the easiness or hardness of
oportunytie touching the meetest times" (Solomon 522). The
merchant, Thomas Gainsford writes in The Rich Cabinet (1616),
"must have understanding to make use of time" (Solomon 122).
Prospero's timely action seems also to be found in the
Humanist mirror-for-princes writings. Erasmus, for one,

advises rulers in his popular "Adages,"™ about the
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advisability of a "wise promptness":
in the case of princes it sometimes only needs a
moment of idleness or a single hasty decision to
raise untold storms, and bring about the ruin of
human affairs. On the other hand, if Make haste
slowly (festina lente] is the rule, that is, a wise

promptness together with moderation, tempered with

both vigilance and gentleness, so that nothing is

done rashly and then regretted, and nothing useful

to the commonweal omitted out of carelessness--I

ask you, what could be more happy, and stable than

such a realm?

(1508, ed.: 172).

"I knew a wise man [a political ambassador) that had it for a
byword, " writes Sir Francis Bacon, in "Of Despatch" (1612),
"when he saw men hasten to a conclusion, Stay a little that
we may make an end to it sooper.”

These instances of timely action bring to mind
Prospero's account of his political negligence. Before
Prospero tells Miranda he is a duke--"0f whence I am"
(1.2.19)--Miranda remembers his reluctance to tell her she is
a duke's daughter:

You have often
Begun to tell me what I am; but stopped
And left me a bootless inquisition,
Concluding, "Stay: not yet"
(1.2.33-36).
Here, Miranda seems to describe Prospero's restraint in

divulging her identity as a duke's child. The suggestion for
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timely action in his response--"The hour's now come; / The
very minute bids thee ope thine ear" (1.2.36-37)--seems an
expression of his capacity to act at the right time.

Again, these timeliness pattern echoes when Prospero
reveals to Miranda their former political rank and details
the circumstances attending his loss of Milan:

If now I court not, but omit, my fortunes

Will ever after droop. Here cease more questions

I am ready now
(1.2.183-84 and 187).

Here, a readiness seems the culmination of Prospero's
previous restraint. Amidst Antonio, Sebastian, and Alonzo's
usurpation of his duchy, on the one hand, and their presence
on his isle, on the other, Prospero's resolve to act "at this
time" thus seems one of skillful foresight, to the end of
regaining Milan. His plan to regain his duchy, moreover,
appears to motivate his "remembrance”" of his former title
detailed in the exposition: "Twelve year since, Miranda,
twelve year since, / Thy father was Duke of Milan and / A
prince of power” (1.2.53-55).

Like Miranda, Ariel is introduced amidst Prospero's
reminders of Time's urgency: the "time 'twixt six and now /
Must by us both be spent most preciously™ (1.2.240-41).
Reacting to Ariel's petition for "liberty" (1.2.245),
Prospero responds that the Time is not right: "Before the
time be out? No more!"™ (1.2.246). The "preciousness" of
Prospero's Time is further emphasized when Ariel again
attempts to sue for his freedom. After Ariel reminds

Prospero of his "worthy service” and Prospero's promise "To
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bate me a full year" (1.2.246-50), Prospero reminds Ariel of
his servitude to the witch Sycorax emphasizing Ariel's
impatience: "Dost thou forget / From what a torment I did
free thee?" (1.2.250-51) and "Hast thou forgot / The foul
witch Sycorax . . . Hast thou forgot her?" (1.2.257-59) and
"I must / Once in a month recount what thou hast been, /
Which thou forget'st" (1.2.261-63). To moderate Ariel's
impatience, Prospero underscores the need for timely action.
Thus Ariel's request to be free seems premature--"before the
time be out" (1.2.246).

This timeliness pattern expressed by Prospero to Ariel
echoes through the play. At the close of Act 1, Prospero
proclaims to Ariel, "Thou shalt be as free / As mountain
winds; but then exactly do / All points of my command"
(1.2.499-501). Also, just before the betrothal masque for
Ferdinand and Miranda, Prospero requests, "Dearly, my
delicate Ariel. Do not approach / Till thou dost hear me
call"™ (4.1.48-49). At the start of Act 5, immediately before
he will "present" himself "As I was sometime Milan," Prospero
urges Ariel, "Quickly, spirit! / Thou shalt ere long be free"
(5.1.85-87). Finally, his dukedom regained, "'tis time"” for
Prospero, after one last task, to free Ariel: "My Ariel,
chick, / That is my charge. Then to the elements / Be free,
and fare thou well!"” (5.1.316-18).

Prospero's warnings about timely action seem even to
apply to sexual indulgence. Prospero, for instance, warns
Ferdinand against taking liberties with his daughter:

If thou dost break her virgin-knot before

All sanctimonious ceremonies may
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With full and holy rite be minist'red
(4.1.15-17)
and
do not give dalliance
Too much the rein
(4.1.51-52).
Warning sons and daughter against "this swift business"”
(1.2.451) 1is not unique to The Tempest among Shakesperian
plays. Prospero's timely motif seems foreshadowed, for
example, in the Shakesperian play Pericles Prince of Tyre
(1608-09). Just as King Simonides "commends" his daughter
for choosing Pericles (2.5.22), so Prospero seems pleased
with Miranda's attraction to Ferdinand: "It goes on, I see,
/ As my soul prompts it" (1.2.420-21). Both fathers,
however, seek to check the lovers' ardour. As for Simonides,
although he "will no longer have it delay'd"” (2.5.22), still
he "must dissemble it" (2.5.23). As for Prospero, he must
"this swift business / I must uneasy make"” (1.2.451-53).
Regarding other similarities, just as Prospero insists that

Ferdinand is a "traitor" (1.2.461); so Simonides calls
Pericles a "Traitor" (2.5.55).8 In addition, accused of

treachery, both prospective sons-in-law attempt to resist by
threatening with a sword (Temp:1.2.467; Per2.5.64). Finally,
Simonides warns Thaisa not to give herself too freely--"Yea,
mistress, are you so preemptory?" (2.5.73); conversely,

Miranda begs Prospero "Make not too rash a trial of him"
(1.2.468).9 Both Polixenes and Prospero, then, insist that

their daughters' delay further intimacy with their suitors.
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Prospero's capacity to await the propitious moment also
seems suggested in his response to Caliban's "foul
conspiracy” (4.1.139).

I had forgot that foul conspiracy
Of the beast Caliban and his confederates
Against my life: the minute of their plot
Is almost come
(4.1.139-42).

So Prospero announces Caliban's conspiracy and its
imminence.l0 1n response to this imminence, Prospero three

times expresses his need to act quickly: 1in an aside, "the
minute of their plot / Is almost come (4.1.141-42); to Ariel,
"Come with a thought!" (4.1.164); and, again to Ariel, "We
must prepare to meet Caliban" (4.1.166). Just as he does
against the conspirators Antonio, Sebastian, and Alonzo and
the courtly lovers Ferdinand and Miranda, so too Prospero
proposes an urgent but judicious action against Caliban.
Timely action, then, seems to comprise Prospero's attitude
toward tempus or fleeting Time.
Indeed, Act Five opens with Prospero's final, grand

statement of the timeliness formula--

Now does my project gather to a head.

My charms crack not, my spirits obey, and time

Goes upright with his carriage

(5.1.1-3).

Once thought "incapable of temporal royalties" (1.2.110),
Prospero seems to have maintained the "charms,” the

"spirits," and the "time"--a virtuoso political performance--
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through the play. This elasticity of conduct, prized by
Renaissance Humanists in their advice to Princes (Wind 99-
101), enables him, finally, to regain his dukedom, to insure
its continuity in the union of Ferdinand and Miranda, and to
retire to Milan "where / Every third thought shall be my
grave" (5.1.310-11).
Antonio's "let us both be sudden"(2.1.300): Political
Opportunism

Opposed to Prospero's vigilance is Antonio and
Sebastian's precipitousness. On the one hand, Prospero
awaits an opportune moment to act. In his first mention of
the word "time," Prospero had decided that "'Tis time / I
should inform thee [Miranda] farther" (1.2.22-23). Antonio
and Sebastian, on the other hand, evidence an opportunistic
restlessness. "I am out of patience" (1.1.51), complains
Sebastian in the opening storm scene. Similarly, as they are
about to kill King Alonzo and Gonzalo, Antonio urges
Sebastian, "Then let us both be sudden”" (2.1.300). This
apparent contrast between Prospero's prudent action and
Antonio and Sebastian's "sudden" action may be further
suggested in Antonio's conspiracy speech (2.1.195-291). 1In
particular, Antonio's murderous words, "let us both be
sudden" (2.1.300) may indicate a subverter's recklessness.

Precipitousness seems suggested when Antonio introduces
Sebastian to his wicked plan, "Th' occasion speaks thee"
(2.1.201). The word "occasion" often connoted in the
Renaissance a fleet moment in Time. This moment was depicted
in emblems as a swiftly moving figure with a forelock and no

hair behind. Another example of the headlong movement of
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"occasion" occurs in Marlowe's The Jew of Malta (1589). At
the end of a speech with apparent machiavellian overtones,
Barabas decides to be "circumspect": "Begin betimes;
Occasion's bald behind:/Slip not thine opportunity (5.2.44).
Similarly, seizing the "occasion, Antonio and Sebastian
attempt to supplant Alonzo and Gonzalo. Assassinating Alonzo
and Gonzalo would seem to expedite their advancement.
Antonio, that is, would be free "from the tribute” he pays
Alonzo, and Sebastian would be established as "the King" of
Naples (1.2.288-90). Antonio and Sebastian's "nimble"
propensity (2.1.169), moreover, seems anticipated by the
"honest old councillor" Gonzalo. Immediately before the
conspiracy speech, Gonzalo points out that his attempt to
cheer Alonzo seems merely an "occasion” (2.1.168) for their
*nimble lungs™ (2.1.168-69). "Nimbie" like all Machiavellian
opportunists, Antonio and Sebastian seem to act in a material
time-world, whose dimensions are "occasions" for personal
advancement .

Besides using "occasions” for personal advancement,
Antonio in his avarice seems to preempt Time's three
dimensions--past, present, and future: "what's past is
prologue, what to come, / In yours and my discharge"”
(2.1.247-48). The way Antonio takes possession of Time, his
"past" becoming Sebastian's "prologue," brings to mind
Macbeth's similar view of the Witches' prophesies as "happy

prologues to the swelling act / Of the imperial theme"
(Macbeth 1.3.128-29).11 sebastian apparently accepts

Antonio's importunities: "Thy case, dear friend, / Shall be
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my precedent”™ (2.1.284-85). In addition, Antonio's steals
Time: according to Ariel, "Open-eyed conspiracy / His time
doth take™ (2.1.295-96). Also, Time is distorted by
Antonio's hunger for "advancement”™ (2.1.262). In some ways,
Lady Macbeth's unbridled ambition seems to anticipate
Antonio's. When, for instance, she instructs Macbeth that
"To beguile the time, / look like the time" (1.5.64-65), she
is in effect advising him to be a hypocrite. Lady Macbeth's
advice to her husband--Adjusting to the times--seems to evoke
Machiavelli's similar advice in a letter to Giovan Battista
Soderini (1506): ™"adapt to the times" he tells Soderini
(Skinner 97). Similarly, Antonio assures Sebastian that the
surviving courtiers will, in machiavellian style,
hypocritically "tell the clock to any business that / We say
befits the hour" (2.1.283-84). Time, among other material
aspects of the world, seems shaped by the conspirators to
realize their ambitions.

Just as Antonio takes over Time, so he, using Tide/Time
analogy, seeks to persuade Sebastian to commit regicide. To
this end, Antonio will teach Sebastian's "standing water"
(2.1.215)--i.e., neither ebbing or flowing--"how to flow"
(2.1.216). Against the "ebb" of Sebastian's "hereditary
sloth" (2.1.216-17), Antonio offers the machiavellian "flow,"
in a recitation of deceit, expedience, and murder: "Will you
grant me / That Ferdinand is drowned?" (2.1.237-38); "'How
shall that Claribel / Measure us back to Naples?" (2.1.252-
53); referring to King Alonzo, "There be that can rule Naples
/ As well as he that sleeps™ (2.1.256-57); and " ([There be]

lords that can prate / As amply and unnecessarily / As this
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Gonzalo" (2.1.257-59). Sebastian's threat or his
"advancement"” (2.1.262) endangers "habitual legitimacy.”12

That is, according to Antonio, if Ferdinand is drowned and
Claribel, "heir to Naples" (2.1.250), is too far away to
"Measure us back to Naples™ (2.1.253), then Alonzo and
Gonzalo's murder would seem to secure the conspirers'
"advancement.” Their sinster reasoning suggests that, like
the machiavellian "new prince," the plotters "pursue their
own ends without regard to any structure of law" (Pocock
165). 1In this "machiavellian world of delegitimized power-
seekers" (Pocock 165), there is no room for "ebbing men,"
according to Antonio:
Ebbing men indeed
(Most often) do so near the bottom run
By their own fear or sloth
(2:1:220-22).

Antonio's "flow" seems related to the machiavellian time-
realm, where "li tempi e le cose” (the times and
circumstances) should determine the power-seeker's course of
action. Antonio's Tide/Time imagery brings to mind another
of Shakespeare's conspirators, Brutus. Against Cassius's
advice to lie "still" (JC 4.3.201-02)--1ike the machiavellian
"fox"--Brutus argues "our cause is ripe" (4.3.215)--like the
machiavellian "lion" (Machiavelli, The Prince 61):

There is a tide in the affairs of men

Which, taken at the flood, leads on to fortune;

Omitted, all the voyage of their life

On such a full sea are we now afloat,
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And we must take the current when it serves
Or lose our ventures
(4.3.218-224).
Like Brutus, Antonio attempts to seize Time (to "flow")
according to his apparently insatiable appetite for self-
advancement: "Then let us both be sudden™ (2.1.300).

In addition to Brutus, other of Shakespeare's subverters
suggest a link between a character's "sudden" action and
power-seeking. In Henry IV, Part 1 (1597), for example,
Worcester, an opponent to the throne awaiting the "occasion”
to "save our heads by raising of a head" (1.3.273, 281), has
little trouble persuading Hotspur to act "When the time is
ripe, which will be suddenly" (1.3.291). "And 'tis no little
reason bids us speed" (1.3.280), says Worcester of his "plot"
to overthrow King Henry IV. Just as Worcester's "sudden"
action seems in contrast to King Henry IV's "time to pay us
home” (1.3.285), so Antonio's "sudden" action seems
antithetical to Prospero's deliberate action.

In Julius Caesar (1599-1600) the word "sudden" seems to
carry similar subversive overtones. The conspirator Cassius,
for instance, immediately before the attempt upon Caesar's
life, implores Casca to "be sudden, for we fear prevention®
(3.1.19). Like Cassius, Antonio, just before attempting to
assassinate Alonzo, tells Sebastian to be "sudden" (2.1.300).
In response to the Caesar's "sudden” assassination, Antony,
although disclaiming any attempt on his part to incite the

plebians, suggests to them a "sudden" course of action:
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Good friends, sweet friends, let me not stir you up
To such a sudden flood of mutiny
(3.2.208-09).
This "sudden flood of mutiny" may echo Cassius's instructions
to Casca. If, moreover, Antony's use of the word "sudden”
echoes Cassius's, the word's repetition may suggest
subversive overtones for both Antony's attempt to incite the
mob and Caesar's murderers. In either case, the word
"sudden" appears to suggest rebellion.
Antony's antagonist, Brutus, also urges "sudden" action.
Just before the Battle of Philippi, for example, Brutus
issues the order for his troops to attack Octavius's forces
"suddenly":
Let them set on at once; for I perceive
But cold demeanor in Octavius' wing,
And sudden push gives them the overthrow
(5.2.3-9).
Here, although the word "sudden" seems to denote a surprise
attack, it may also recall the rebellious connotations of its
previous uses. If Cassius's, Antony's, and Brutus's use of
the word "sudden” may suggest overtones of rebellion,
Antonio's "suddeness" may also connote revolt. Conversely,
Caesar's unwatchfulness may anticipate Prospero's past lack
of vigilance, leading to his loss of Milan. Caesar, that is,
ignores both the soothsayer's "Beware the ides of March"
{(1.2.19) and Calpurnia's "Do not go forth to-day” (2.2.50).
Similarly, Prospero, "being transported / And rapt in secret

studies”" (1.2.76-77), ignored the signs that his brother
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Antonio "set all the hearts i' th' state / To what tune
pleased his ear™ (1.2.84-85). On the one hand, Caesar's and
Prospero's lack of vigilance seems to have made them
vulernable to Cassius's and Antonio's "suddeness.” On the
other hand, "suddeness" suggests the action of assassains,
usurpers, and conspirators, as in the Shakespeare's King John
(1596-97), when Hubert warns the Bastard against assassains:

The king, I fear, is poison'd by a monk.

I left him almost speechless; and broke out

To aquaint you with this evil, that you might

The better arm you to the sudden time

Than if you had at leisure known of this

(5:4:23-27).

In The Tempest, the subverters' "sudden time" seems
echoed in the Caliban's "foul conspiracy" (4:1:301) against
Prospero's life. For example, in his attempt to surprise
Prospero, Caliban cautions Stephano and Trinculo to "tread
softly” (4.1.194), "speak softly" (4.1.205), "be quiet"
(4.1.215), and make "No noise"™ (4.1.216). Against Caliban's
advice, Stephano and Trinculo, distracted by the "frippery"”
(4.1.225), delay the plan--"to do the murder first (4.1.231):
the fools "dote thus on such luggage” (4.1.230). Just as
Antonio and Sebastian plot while the king and his entourage
sleep, so Caliban promices Stephano, "I'll yield him
(Prospero) thee asleep, / Where thou may'st knock a nail into
his head"” (3.2.59-60). To overthrow Prospero, then, Caliban
urgently attempts to persuade the two fools "not to lose our
time" (4.1.246).

Prospero, however, anticipates Caliban's plot. Although
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Prospero "forgot that foul conspiracy / Of the beast Caliban
and his confederates / Against my life"™ (4.1.139-41), this
lack of vigilance seems short-lived: the minute of their
plot / Is almost come (4.1.141-42). Apparently having been
distracted by the masque--"some vanity of mine art" (4.1.41)~-
-Prospero, upon remembering Caliban's approach, "starts
suddenly" (4.1.138, s.d.). He now seems ready to act at the
right time: "We must prepare to meet with Caliban"
(4.1.166) .

Finally, the word "sudden" suggests, in terms of The
Tempest, an ethical transgression on the part of Antonio and
Sebastian. Whereas the villains' and the fools' attempts to
be "sudden" fail; Prospero's capacity to await the right time
succeeds. That is, Caliban's "always bending / Towards their
project™ (4.1.174-75), like Antonio's "Let it be to-night"
(3.3.15), is thwarted by Prospero's vigilant "this hour":

At this hour
Lie at my mercy all mine enemies.
Shortly shall all my labors end
(4.1.262-64) .

Antonio's "sudden" action thus contrasts to Prospero's
matura cglgxi;aa.13 Although both Prospero and Antonio

emploi du temps, Prospero tends to await the mature time,

whereas Antonio acts in desperation. 1In the great
reconciliation scene of Act Five, after portraying his
brother Antonio as ambitious (5.1.75), remorseless (5.1.76),
and unnatural (5.1.79), Prospero says, "I do forgive thee"

(5.1.78). Antonio's subsequent silence suggests Prospero's
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continued vigilance.
* * *

As has been suggested above, through the play, Prospero
awaits the right moment to act. He seems equally watchful
about the future at the end of Act Five. First, he announces
to Alonzo and his entourage his plans for how they will spend
the night and how they will return to Naples (5.1.300-302).
Second, he ennumerates his hopes:

I have hope to see the nuptial
Of these our dear-beloved solemnized
and
thence retire me to my Milan, where
Every third thought shall be my grave
(5.1.308-09; 310-11).
Prospero's two hopes--Ferdinand and Miranda's marriage and
his "retirement"--suggest two, opposing notions of Time: a
permanance evoked by a dynastic marriage and an evanescence
suggested by a meditation upon mortality.

Regarding permanance, through the play, the lovers seem
to express their love in terms of perpetutity, by using,
among other words, the word "ever." For example, when
Miranda first sees Ferdinand, she exclaims, "Would I might /
But ever see that man!" (1.2.169). In similarly unwavering
terms, Ferdinand exchanges vows with Miranda: "My mistress,
dearest, / And I thus humble ever" (3.1.86-87). Permanance
thus seems suggested by the expressions of love between
Ferdinand and Miranda. Their promise of constancy may
anticipate Prospero's "hope to see the nuptial," which may

suggest the continuance of his line.
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Opposed to the lovers' permanent "ever” stands
Prospero's mention of the symbol for mortality, "my grave"
(5.1.311). For Prospero, the moment of Kairos becomes the
moment of evanescence; what was once a time of diligence and
constant application now becomes "every third thought"”
(5.1.311) upon mortality, possibly another kind of
watchfulness. Other echoes of this permanance/evanescence
duality may be noted earlier in the play. The masque's
intimations of concord--"Harmonious charmingly" (4.1.119)--
and continuity--"Long continuance" (4.1.107)--seems undercut
by its abrupt termination--"Prospero starts suddenly and
speaks” (4.1.s.d.). From another perspective, if the nuptial
contract figures political legitimation, then the masques's
interruption may suggest an uncertainty of succession. That
is, the leisure of Prospero's "some vanity of mine art"
(4.1.41) seems replaced by the watchfulness of the "minute of
their plot" (4.1.141). Similarly, as outlined by Prospero in
his exposition (1.2), Prospero's study in his library gives
way to action in the world of the corrupt and desperate
power-seekers, like Antonio. These corruptions and
struggles--"the great globe itself, / Yea, all which it
inherit” (4.1.153-54)--however, "shall dissolve™ (4.1.154).
Possibly, Prospero's, "Every third thought shall be my grave"
(4.1.311), suggests the brevity of this world and the
nearness of death in tempus/Time. In so doing, Prospero's
"my grave" may also recall the corruption and moral
degradation of the conspirator's "sudden" time.

* * *

Whatever political overtones the word "tempest" may
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possess, it seems apparent, first, that the word is motivated
by dramatic exigiencies. While it may have recalled for some
of the audience exploration accounts, it may also have
presented a dramatic representation of a desperate moment for
the monarchy. Rather than being a "leveling” image within a
"colonialist"” discourse, the word "tempest" functions in
relation to the dramatic sequence of events--a theatrical
display of a royal emergency at the play's start, a vivid
contrast to the "auspicious gales" (5.1.315) at the play's
end. In addition to its apparent function as an image for
royal instability, the word "tempest,"” in its sense of a
particular time (tempus), elicits from Prospero timely action
and from Antonio "sudden" action. 1In view of the above,
attempts to isolate the word "tempest," as an evocation of
Renaissance colonialist ventures, apart from its dramatic and
contextual considerations, should be received with caution.
Notes

1. Along with Strachey's unpublished letter, Silvester
Jourdain's Discovery of the Barmudas (1610) and the Council
of Vvirginia's Irue Declaration (1610) which have been
regarded as relevant to the play. See also Strachey's A True
Reportory of the Wracke (1625). See especially Kermode,
"Appendix A," 135-141.

2. One commentator, in particular, has pointed to the "double
meaning of tempus: both 'storm and 'time'" (Bergeron 182).
These "time" connotations, for this commentator, relate to
particular times in the play: 1) the destructive potential
of the storm suggest "the end of time"; 2) the afternoon on
Prospero's island appears to be "the beginning of a measure
of time"; 3) and the propitious moment that suits Prospero's
purposes corresponds to "the right time" (182-83). Another
commentator divides "time" into "'new' time for Ferdinand and
Miranda” and "'old' time--that is, a possible regeneration in
the present of the past--for Prospero, Alonzo, Antonio, and
Sebastian” (Uphaus 94). These commentaries, among others,
offer no consensus about the formal divisions of time in the
play, let alone their possible significances.
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3. Recently critics have made claims for the word's
Renaissance political connotations. One such critic notes
that Shakespeare's use of the word "typifies the Renaissance
use of tempests as symbols of political chaos, on another
level it is a means of re-establishing order™ (Schmigall 64).
Similarly, it has been posited that the storm scene recalls
King Lear both in its natural violence and in the larger
issues it raises about the relation of nature to human
authority" (Orgel 5). The "initial 'tempest',"™ another
critic maintains, "becomes retroactively a kind of antimasque
or disorderly prelude to the assertion of that courtly
authority which was supposedly in jeopardy"

(Brown 58) . Along these lines, the storm represents "a
violent confrontation of nature with the social order,"
resulting in "the deprivation of majesty's sacred character”
(Kott 300-01) or "the limitations of human power" (Mebane
179) . These commentators, then, generally limited the word's
possible suggestions to political chaos.

4. Found in Emblemata: Handbuch Zur Sinnbildkunst Des XVI.
und XVII (Pl. 1461).

5. See Elton, Lear 99-107.
6. See Dent Proverbial Language for other instances of

time's urgency in Shakespeare's plays, e.g., "Take Time by
the Forlock": Erx 2.2.69 ff., 106, Ado 1.2.14f., JN 3.1.324,
AWW 5.3.39, OTH 3.1.49; and "Take time when time comes": AYL
5.3.30, 3H6 5.1.48, Ant 2.6.23, Temp 2.1.301 ff.

7. I have borrowed heavily from Julie Robin Solomon, "'To
Know, To Fly, To Conjure': Situating Baconian Science at the
Juncture of Early Modern Modes of Reading," Renajissance
Quarterly Volume XLIV Number 3 Autumn 1991: 513-558,
especially, 521-28.

8. Prospero's admonition to the lovers to remain within the
prescribed marriage bonds was a Renaissance commonplace.
Milton too has "wedded Love" relegate "adulterous lust” to
"bestial herds to range" (Paradise Lost 4:753-54). Also, in
Comus, a masque thought to recall The Tempest (see Ethel
Seaton), the Elder Brother, in a speech praising Chastity,
considers its lack a mortal threat:
but when lust
By unchaste looks, loose gestures, and foul talk
The soul grows clotted by contagion
(463-64 and 467)

Even Ferdinand, upon their initial meeting, twice asks
Miranda about her marital readiness in terms of chastity: "My
prime request, / Which I do last pronounce, is (0 you
wonder!) / If you be maid or no?" (1.2.426-28); and "0, if a
virgin, / And your affections not gone forth, I make you /
The Queen of Naples" (1.2.448-50). At this point in the
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play, then, Prospero's supposed "irascibility”" seems more a
capacity to seize the Time than a need, as depicted by the
"colonialist" critics, to "regulate and utilize the sexuality
of his 'subject' children"™ (Brown 62). Just as Prospero will
not release Ariel "before the time be out" (1.2.246), so he
admonishes Ferdinand not to "break her virgin-knot before"
(4.1.15) performing the necessary marriage rites, and not to
"give dalliance / Too much the rein" (4.1.51-52).

9. If the timeliness formula calls into question the
critically alleged depiction of an "anxious," colonial
Prospero, it may also challenge the portrayal of an
"irascible" Prospero (Barker 202).

10. That Prospero "had forgot" Caliban's plot has been
interpreted by many modern critics as the play's "dramatic
climax" (Barker 203). To support this large claim that
Caliban's plot proves "uniquely disturbing" to Prospero,
these critics allege that Prospero is “anxious,™ "perturbed,”
and "suddenly vexed"” at this supposed "site of potential
fracture" (Barker 202). To support such claims, these
critics argue, first, that Prospero's "sudden vexation" seems
unique for him in the play (Barker 202); second, that the
masque's "strange hollow and confused" (4.1.s.d.) ending
emphasizes Prospero's supposed "anxiety"; and, third, that
Ferdinand and Miranda's description of Prospero as "in some
passion” (4.1.143) and "distemper'd” (4.1.145) further
supports their claim that Caliban's threat is formidable.
From these points, modern commentators have depicted a
colonialist Prospero, who is supposedly "anxious" about the
success of Caliban against his "imperialist" design.

Against this modern critical tendency to cast Prospero
as an "anxious" colonial overseer in fear of a native revolt,
several points may be considered. First, any interpretation
of the speeches that immediately follow Prospero's cessasion
of the nuptial ceremony should take into account his effort
to keep Ferdinand and Miranda ignorant of Caliban's "foul
conspiracy." If the play's most prominent editors are
correct, Prospero's speech, "I had forgot that foul
conspiracy” (4.1.139-42), would seem appropriately contained
within an "aside.” Such an aside would, technically, be
heard only by the audience, not by the lovers. 1Ignorant of
Prospero's motivation for cancelling the masque, the couple,
not Prospero, seems concerned about Prospero's "“passion":

Ferdinand: This is strange: your father's in some passion
That works him strongly.
Miranda: Never till this day
Saw I him touch'd with anger, so distemper'd
(4.1.143-45).
Miranda describes Prospero as "touch'd with anger," not, as
modern commentators aver, as anxious. It is Ferdinand and
Miranda, not Prospero, who express apprehension--Ferdinand
says, "This is strange”; Miranda notes, "Never till this
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day”; and Prospero says to Ferdinand, "You do look, my son,
in a moved sort, / As if you were dismayed (4.1.143,144,146-
47)--at Prospero's command to end the festivities. To accept
Ferdinand and Miranda's limited perspective, as recent
critics have, is to distort the import of the scene.

Furthermore, Prospero ends his next speech, his famous
"Our revels now are ended" speech (4.1.148-158), by
describing himself as "vexed" and "troubled” (4.1.158,159).
In this speech, according to modern critics, depicts an
anxious Prospero. This supposed "weakness," however, seems
rather Prospero's contrivance to allay the lovers' concern
for him. Even if, as modern commentators believe, Prospero
straightforwardly reveals his "anxiety"” at the end of the
revels speech, this supposed "anxiety™ may have other
motivations than his alleged fear of Caliban's approach. One
such motivation may be found in the lines that precede the
description of Prospero in question. That 1is, Prospero's
"beating mind” (4.1.163) may be the result of his own
disturbing thoughts about mortality: e.g., "Yea, all which
it inherit, shall dissolve" (4.1.154-55). Also, even if he
were anxious about Caliban's approach, he still seems to have
enough time to assuage the lovers' concern for him: "be
cheerful, sir" (4.1.147) he says to the apprehensive
Ferdinand. Besides, as these commentators admit, Prospero
seems to dispatch the monster Caliban and the drunken fools
Trinculo and Stephano rather easily. The current critical
depiction of an "anxious" Prospero, then, should be received
with caution.

11. Kermode points out this affinty between The Tempest and

Macbeth as gleaned from Knight Ihe Crown of Life 212 ff.
12. This idea comes from Pocock 165.

13. Wind 99
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Chapter Three: "All is but Fortune" (5:1:258): Three
Renaissance Attitudes towards Fortune in The Tempest.

Two traditional political connotations of the word
"tempest" were explored in Chapter Two. First, as an urgent
and dangerous storm-time, the word "tempest" may symbolize
the potential for royal instability. 1In particular, the
insecurity of a crown is recalled in Prospero's loss of
Milan, in addition to Antonio's and Caliban's attempt at
regicide. Second, the word "tempest™ may have evoked, in its
sound, tempus/occasio or fleeting Time. This tempest-time
seems to prompt Prospero's deliberate action and the
subverter Antonio's "sudden" action.

While the opening storm (1.1) may have evoked royal
instability and Time's swift passage, it may also have
suggested to some level of the audience another Renaissance
topos: Fortune's variability. First, along with references
to Time, storms often display Fortune's changeable influence.

The connection between storms and Fortune is suggested, for

instance, in Boethius's familiar ansgla;ign_gﬁ_khilgsgnhx.1

There, Dame Fortune likens her own fluctuations to the "sea"
either "to fawn with calm, and sometimes to frown with storms
and waves" (2:2). "When she [Fortune) blows in our face,"
according to Cicero, "we are wrecked" (On Duties 69).

Second, along with this image of "woe," Prospero's timeliness
(1:2:121) may have brought to mind Fortune, especially in
Fortune's substitution for Tempo or Qccasio when referring to
a favorable moment (Matzke 326). Viewing the opening storm

and hearing repeated time-words may have suggested aspects of
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Fortune to levels of the play's audience.

Beside these references to Fortune in the play, features
of the plot may more directly evoke the workings of Fortune.
For example, in terms of bad Fortune, Prospero is "Out of the
dukedom” (1.2.127), and King Alonzo's "son is lost" (2.1.7).
In terms of good Fortune, the usurpers sail by Prospero's
island "by accident most strange" (1.2.178), and, as Gonzalo
notes, their escape from death "Is much beyond our loss"
(2.1.3). This motif of Fortune's "weal and woe," then, seems
echoed through the play.

In this chapter I shall examine recurrences in The
Tempest of the word "fortune" (twice in 1.2, twice in 2.1,
and once in 5.1). Among characters' attitudes toward
Fortune's "weal and woe,” three seem to form a pattern
carrying political connotations: Prospero's "bountiful
Fortune” (1.2.178); Antonio's "tender your own good fortune"

(2:1:264); and Stephano's "all is but fortune™ (5.1.258).

Prospero's "bountiful fortune"(1.2.178): The Storm and The
Harvest Masque

Although there is no mention of the word "fortune"
during the opening storm scene, other, related words recur
there. The Boatswain, for instance, warns the courtiers to
"make yourself ready for the mischance of the hour, if it so

hap" (1.1.25-26). The words "mischance" and "hap" seem
related to the word "fortune."? Similarly, "Fate" and

"destiny,” cognates of the word "fortune," appear in

Gonzalo's response to the Boatswain: Gonzalo invokes "good
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Fate"” (1.1.30) to "make the rope of his (the Boatswain's])
destiny our cable"” (1.1.31). Fortune, then, seems suggested
in the opening storm scene.

These possible references to "fortune" in the storm
scene may have been noted by levels of the Blackfriars
audience. Since antiquity, Fortune was often associated with
the dangers of the sea, especially storm-tossed ships about
to be "wracked" against a rocky shore. "To fortune," writes
Cicero in QOn Dutjeg, "belong such occasional mishaps as
squalls, storms, shipwrecks . . .which have inanimate causes"

(69). The medieval-Latin fortupa, according to one gloss,
denoted "Maris tempestas" [sea—storm].3

Further linking Fortune with the sea, some Renaissance
emblems portray Fortune as responsible for sinking ships.
(Appendix A, Fig. 1] "When Seas do rage,"™ the motto states,
"[The gallante Shippe] is swallowed in the waue" (Whitney
11). Another emblem depicting a ship about to be dashed upon
rocks during a raging storm includes Fortune in the motto:
So, howsoever Fortune, turnes and winds" (Wither X). Fickle
Fortune, then, was often portrayed as a "stormy quene" (Patch
104), dangerous to ships at sea.

The dangers of Fortune's fluctuations may have been
suggested by the foundering ship in the opening storm scene
(1.1). In particular, a fear of drowning and shipwreck echo
through the first scene. Antonio says, for example, "We are
less afraid to be drowned than thou art" (1.1.44). Sebastian
resignedly repeats this fear, "Let's all sink wi' th' King"

(1.1.62). Also, the Master's warning, "we run ourselves
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aground” (1.1.4) may also have evoked the rocky coast
conventionally linked to Fortune (Patch 104). The Boatswain,
too, asserts that the ship needs "room enough” (1.1.6) away
from the shore. Fortune's flux, as apparently figured in the
opening scene's storm imagery, also seems to emerge in both
Miranda's reaction to the storm (1.2.1-13) and Prospero's
account of his sea-exile (1.2.144-171).

Regarding Miranda's depiction of the opening "roar"
(1.2.1), storm-imagery suggests Fortune's influence. Miranda
worries, for instance, that the "wild waters in this roar"
(1.2.2) will dash the "brave vessel" (1.2.6) "all to pieces"
(1.2.8), and "the good ship so have swallow'd” (1.2.12).
These storm images evoking Fortune's instability seem
emphasized in Miranda's portrayal of the storm's contrary
motion:

The sky, it seems, would pour down stinking pitch,
But that the sea, mounting to th' welkin's cheek,
Dashes the fire out
(1.2.3-5);
and, again,
Had I been any god of power, I would
Have sunk the sea within the earth
(1.2.10-11).
In these passages, the opposing directions of sea and sky,
along with Miranda's wish to sink "the sea within the earth"
(1.2.11), may suggest, in this speech, the extent of
Fortune's sublunar fluctuations. That is, according to
Miranda, Fortune's realm seems to extend from the "welkin"--

the curved vault of the sky--to the sea, then, from the sea
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to the sea's floor. Not only Fortune's variability but also
her range of influence seems inherent in Miranda's depiction
of the opening scene. The Fortune motif recurs in Act Five
when Prospero portrays his magical powers in terms recalling
Miranda's: Prospero has "call'd forth the mutinous winds, /
And twixt the green sea and the azur'd vault set roaring war"
(5.1.42-44). Spanning the outward bounds from sky to sea
bottom and from the play's opening storm to Prospero's final
abjuration of his magic, Ihe Tempest seems to include a motif
of Fortune's variability.

In other Shakespearian late plays (1608-11), Fortune's
influence seems similarly indicated in shipwreck scenes.
Although a sea-storm perils would call for imagery of "rough
seas, that spare not any man" (Pericles 2.1.141), these
dangerous seas also evoke a Fortune motif, especially in
Shakespeare's late plays. The Shakespearian Pericles (1608~
09), for instance, seems to anticipate the Boatswain's sea
"room” (1.1.7) and Miranda's "welkin" (1.2.6). Like the
Boatswain in The Tempest, one sailor in Perjicles challenges
the sea-storm: "But sea-room, and the brine and cloudy
billow kiss the moon, I care not" (3.1.45-46). Just as the
waves reach the "welkin's cheek” in The Tempest, so too in
Pericles the waves "kiss the moon" (3.1.46). The use of
shipwreck imagery seems to emphasize the variability of
Fortune.

In Cymbeline (1609-10) also the fluctuations of a sea-
storm suggest the influence of "O giglot fortune!" (3.1.31)

in "Neptune's park" (3.1.19):



51

ribbed and paled in
With oaks unscaleable and roaring waters,
With sands, that will not bear you enemies' boats,
But suck them up to the topmast
(3.1.20-22).
As in The Tempest, Miranda would "sink the sea within the
earth” (1.2.11), so in Cymbeline the waves appear to "suck
up" the boats.
Similarly, in The Winter's Tale (1610-11), the Clown's
depiction of sea-storm seems a humorous anticipation of
Miranda's "welkin" speech:
But I am not to say it is the sea, for it
is now the sky; betwixt the firmament and
it, you cannot thrust a bodkin's point
(3.3.83-85);
and
Sometimes to see 'em, and not to see ‘em;
now the ship boring the moon with her mainmast,
and anon swallowed with yeast and froth
(3.3.89-92).
These instances of sea-storms in Shakespeare's late plays may
suggest the wide range of Fortune's influence upon characters
within these plays.

Fortune's influence also seems apparent in the "sea-
sorrow" of Prospero and Miranda's exile. "Fated to th'
purpose” (1.2.129), Antonio, Prospero's usurping brother,
"hurried us aboard a bark" and "Bore us some leagues to sea"

(1.2.144-45). Fortune's vicissitudes seem reflected in
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Prospero and Miranda's "piteous" voyage:
there they hoist us,
To cry to th' sea that roar'd to us
(1.2.148-49),
as opposed to
When I have deck'd the sea with drops full salt,
Under my burden groan'd; which rais'd in me
An undergoing stomach, to bear up
Against what should ensue
(1.2.155-58).
Like the waves' contrary motion commonly associated with
Fortune--"these upé and downs of fortune" (Boethius 1:6)--
Prospero's condition is "hoist" (1.2.148), then "Under"
(1.2.156), "rais'd" (1.2.156), "undergoing” (1.2.157), and,
finally, "up" (1.2.158). Prospero's up/down movement in the
waves, possibly suggesting a variable Fortune, seems
anticipated by Gower's chorus in Pericles:
Their vessel shakes
On Neptune's billow; half the flood
Hath their keel cut: but Fortune's mood
Varies again; the grisled north
Disgorges such a tempest forth,
That, as a duck for life that dives,
So up and down the poor ship drives
(3 ch.:44-49).
This image of a "bark" afloat on the sea of a contrary
Fortune seems to echo Renaissance emblems regarding Fate and
Destiny. One such emblem depicts a "Boat, (Which on the
raging HWaves doth seeme to float)" (Wither XIII--Quo Fata
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Trahunt--[{What Fate pulls)). [Appendix A, Fig. 2] Just as
Prospero's "bark”™ is a "rotten carcass of a butt, not rigg'd,
/ Nor tackle, sail, nor mast”™ (1.2.146-47); so the emblem's
boat is "Without the help of Anchor, Qare or Guide" (4).

The motto that accompanies this device recommends that "When
thou art Shipwracke in Estate, / Submit with patience, unto
Fate." Much like Pisanio's view of "Fortune,"™ in Cymbeline,
that "brings in some boats that are not steer'd” (4.4.46), so
Prospero and Miranda's "bark"™ "Here on this island we
arriv'd” (1.2.171). Both the dramatic display of the
foundering ship in a sea-storm and Prospero's account of sea-
exile "aboard a bark" (1.2.144), then, seem to recall
Fortune's vicissitudes.

Fortune's variability, heretofore figured in sea
imagery, may also evoke political security, in Prospero's
narration of Antonio's coup d'etat. Indeed, the changeable
"sea-sorrows" seem to reinforce the instability suggested in
Prospero's "extirpation" account (1.2.60-143). Juxtaposing
the storm and the coup suggests a correlation between sea's
waves of Fortune and Antonio's "heave" of "foul play"
(1.2.62). That is, the storm's fluctuation--"wild waters"
(1.2.2)--seems echoed in Antonio's usurpation--"new created /
The creatures that were mine, I say, or changed 'em, / Or
else new-formed 'em” (1.2.81-82). Just as the seas "pour
down" (1.2.3) and "mount" (1.2.4); so Antonio "grants" and
"denies" suits (1.2.79-80) and "advances" and "trashes"
(1.2.81-82) status seekers. These oscillations contained in
the sea-storm and the usurpation narratives recall the

changeability conventionally associated with Fortune and
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suggest political vulnerability.

The instability of the storm and coup elicit similar
responses from those adversely affected by them. Just as the
sinking ship's passengers bewail their Fortune--according to
Miranda, "0, the cry did knock / Against my very heart"
(1.2.8-9)~-so Miranda "crying self" (1.2.132), "hurried
thence"” (1.2.131) by the usurpers, "cried out then, / Will
cry it o'er again" (1.2.133-34). Similarly, during the their
sea-exile, Proscpero and Miranda's "cry to th' sea that roared
to us”" (1.2.149), also seems to reflect Prospero's "any
creature in the vessel / Which thou heard'st cry”" (1.2.32)
during their sea-storm. These "cries," then, link the storm,
the coup, and the exile--all suggesting Fortune's adversity
and political misfortune.

Fortune's "theme of woe" (2.1.6) also seems to emerge,
significantly, in the speeches of the o0ld coucillor Gonzalo,
King Alonzo, and the drunken butlers, Stephano and Trinculo.
Gonzalo, attempting to "weigh our sorrow with our comfort"
(2.1.9) at being shipwrecked, consoles the royal entourage:
"Our hint of woe / Is common”" (2.1.3-4). 1In his consolation,
Gonzalo uses the word "loss"--"for our escape / Is much
beyond our loss" (2.1.2-3). The word "loss" was often used
to indicate the ruin caused by adverse Fortune. One emblem
(Appendix A, Fig.3], for example, in a consoling verse
accompaning the illustration of Fortune turning her wheel,
mentions the word "loss" (Wither I.VI). "Unhappy men are
they," the verse begins, "whose Ignorance / So slaves them to
the Fortunes of the Time" (1-2). Against this "Ignorance,"

the verse advises the unhappy person to "seeke a more assur'd
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estate” where "His Losse is Gaine" (13, 9). The word "loss"
appears in a similar context in Shakespeare's The HWinter's
Tale, when Antigonous exposes the baby Perdita to the
elements, he laments, "if Fortune please
The storm begins; poor wretch,
That for thy mother's fault art thus exposed
To loss, and what may follow
(3.3.46-50).

The word "loss,” then, may have evoked characters' adverse
political fortunes.

In The Tempest, "My son is lost"™ (2.1.105) bemoans
grief-stricken Alonzo at the apparent drowning of his son
Ferdinand. Unable to bear Gonzalo's attempt at consoling
him, Alonzo complains, "You cram these words into mine ears
against / The stomach of my sense" (2.1.102-03). Francisco's
attempt to convince Alonzo that Ferdinand is alive contains
many of the up/down imagery associated with fortune: "the
surges under him"” (2.1.110) and "ride uypon their backs"
(2.1.111); "'Bove the contentious waves he kept" (2.1.114),
"o'er his wave-worn basis bowed, / As stooping to relieve
him" (2.1.116-17). Alonzo, however, remains unconvinced:
"No, no he's gone" (2.1.118). But as the audience is well
aware, Ferdinand is not drowned; rather, he is "lost": "He
hath lost his fellows / And strays about to find 'em"
(1.2.417-18) . Anticipating Alonzo's mention of the word
"loss," Ferdinand, striken with love for "this maid"
(1.2.492) also mentions "My father's loss" (1.2.488).

This same use of the word "loss" suggesting Fortune

again emerges in Act Five, after Prospero reveals his true
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identity, Duke of Milan. Alonzo, recalling, in terms
Fortune's influence, being "wracked upon this shore"
(5.1.137), recounts how he "lost" (5.1.137) his son
Ferdinand. Prospero emphasizes the connection with Fortune:
"I am woe for't, sir" (5.1.139). 1In the next thirty-seven
lines (5.1.140-177), the word "loss" is used seven time.
Alonzo considers Ferdinand's drowning an "Irreparable is the
loss” (5.1.140). Prospero coyly responds to Alonzo, averring
that he too has experienced a "like loss"™ (5.1.143).
Prospero here refers to his betrothing Miranda and Ferdinand.
Alonzo echoes Prospero's use of the word: "You the like
loss?" (5.1.144). And Prospero answers with "a dear loss"
(5.1.146), "for 1 / Have lost my daughter" (5.1.147-48).
Alonzo again echoes Prospero, "When did you lose your
daughter?” (5.1.152). And after Prospero reveals Ferdinand
and Miranda playing at chess, Alonzo proclaims,
If this prove
A vision of the island, one dear son
Shall I twice lose
(5.1.177).

This recurrence of the word "loss," then, brings to mind the
notion of an adverse Fortune.

Again Fortune is suggested by the emergence of the word
"loss" in connection with Caliban. 1In a comical echo of
Prospero's frustration with Caliban--"Nurture can never
stick: on whom my pains, / Humanely taken, all, all lost,
quite lost!" (4.1.189-90)--Trinculo asserts, "Thou wert but
a lost monster” (4.1.202). Here, the "lost"™ Caliban may

suggest different negative Foruntes: fallen man, a lost
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cause, or losing one's way. While Alonzo worries about
losing his son, Trinculo and Stephano are disturbed about
having lost their bottle: Trinculo: "Ay, but to lose our
bottles in the pool--"(4.1.207) and Stephano: There is not
only disgrace and dishonor in that (having lost the bottle],
monster, but an infinite loss" (4.1.209). It is possible
that drunkeness, especially in its swaying back and forth and
lack of control it induces, may suggest the variability of
Fortune--to the fools, ironically, Good Fortune; to the
aristocrats, Bad Fortune. 1Indeed, by the end of the scene,
all three, appropriately, "lose their time" (4.1.246).

In contrast to this use of the word "loss" and its
suggestion of misfortune, The Tempest also displays Fortune's
opposite aspect, bounty. Unlike Shakespeare's tragedies, ZThe
Tempest, as in the other late plays, seems to modulate from
Fortune's adversity to prosperity. At the end of the tragedy
Hamlet, for example, there seems only the woeful aspect of
Fortune. Although Fortinbras re-establishes order, he does

so tentatively, "with sorrow 1 embrace my fortune"
(5.2.374).4 In addition, although Horatio agrees with

Fortinbras's decision "to claim my vantage”" (5.2.376),
But let this same be presently perform'd,
Even while men's minds are wild, lest more mischance
On plots and errors happen
(5.2.379-81).
Here, the words "mischance" and "happen" bring to mind
Fortune's adversity, still a force--"but here shows much

amiss" (5.2.388)--even at the play's end. In The Tempest,
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however, Fortune's "loss"™ transforms into her prosperity.
Fortune's link with success seems commonplace during the

Renaissance. 1Indeed, the Latin word prosperg connotes
success and favorable issue.® In addition, one emblem (Fig.

4] suggests a connection between a "prosp'rous Voyage" and a
good fortune (Wither I.XIII). The illustration figures a
small boat sailing in "prosp'rous Gales" (motto). In the
verse, "Gales which are so fortunate" (14) are later termed
"prosp'rous Windes"™ (30).

In Shakespeare's late plays too the word "prosperity"
and its cognates frequently seem contrasted to Fortune's
"loss." In the HWinter's Tale (1610-11), for example,
prosperity contrasts with "loss," suggesting Fortune's
variability. Leontes commands Antigonus to "carry / This
female bastard [Perdita] hence™ (2.3.172-73) since "by
strange fortune / It came to us" (2.3.177-78). After
Antigonus agrees--"1 swear to do this" (2.3.182)--he takes
his leave of Leonatus with an ambivalent farewell:

Sir, be prosperous

In more than this deed does require! And blessing

Against this cruelty fight on thy side,

Poor thing, condemned to loss

(2.3.187-190).

Here, Perdita's "strange fortune" (2.3.178) seems figured in
Antigonus's speech, opposing the words "prosperous" and
"loss." Leonatus's "loss," rectified at the play's end in
his reunion with Hermione and Perdita, is foreshadowed in

Florizel's depiction of his voyage:
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A prosperous south wind friendly, we have crossed,
To execute the charge my father gave me,
For visiting your Highness

(5.1.161-63).

In The Tempest the pattern of "loss"™ outlined above--
e.g., Prospero's loss of Milan and Alonzo's loss of
Ferdinand--contrasts to an opposing pattern involving the
word "find." 1In Act Five, the "loss" motif seems to change
into a pattern of gain. Alonzo's resignation to Ferdinand's
"loss"--"he is drowned / Whom thus we stray to find"” (3.2.8-
9) is reversed in Act Five. That is, as Gonzalo notes, each
of the "losses" is reversed:

in one voyage

Did Claribel her husband find at Tunis,

And Ferdinand her brother found a wife

Where he himself was lost: Prospero his dukedom

In a poor isle; and all of us ourselves

When no man was his own

(5:1:208-14).

Gonzalo's catalog of "finds" suggests the prosperity of Good
Fortune. Even the Boatswain, whose mariners in the opening
storm scene cry, "All lost! To prayers, to prayers! All
lost!" (1.1.47), adds to Gonzalo's list of fortunate
occurences: "The best news is that we have safely found /
Our king and company" (5.1.221-22). In addition, the
Boatswain echoes Gonzalo's attempt to console Alonzo on the

apparent "loss" of Ferdinand. Just as Gonzalo notes that
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our garments, being, as they were,
drenched in the sea, hold, notwithstanding, their
freshness and gloss, being rather new-dyed than
stained with salt water
(2.1.60-63);
so the Boatswain also reports that
our ship,
Which, but three glasses since, we gave out split,
Is tight and yare and bravely rigged as when
We first put out to sea
(5.1.222-25),
In both speeches, the sea images recall the misfortune of the
storm. According to Gonzalo, his clothes were "drenched in
the sea" and "stained with salt water" (2.1.60, 63).
Similarly, the Boatswain reminds the assembled courtiers of
"our ship, / Which, three glasses since, "we gave out split,"
(5.1.223). In both speeches, however, sea-images suggesting
"loss" now suggest prosperity. Gonzalo uses words such as
"freshness," "gloss," and "new-dyed" (2.1.62); the Boatswain
depicts the ship as "tight and yare and bravely rigged"
(5.1.224). Ferdinand epitomizes this modulation from "loss"
to "find" in terms of sea-imagery, suggestive of good
Fortune: "Though the seas threaten, they are merciful"
(5.1.178). Finally, reminisent of the "prosp'rous Gales"
figured in the emblem of Fortune cited above, [Appendix A,
Fig. 4) Prospero concludes the play with the "promise" of

"auspicious gales":
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I'11 deliver all;

And promice you calm seas, auspicious gales,

And sail so expeditious that shall catch

Your royal fleet far off

(5.1.313-16) .
Fortune's prosperity ("find") also seems foreshadowed in

the harvest masque Prospero conjurs for Ferdinand and
Miranda's betrothal. Along with "calm seas,” Fortune also
suggests the cornucopia's plenitude. 1In classical times,
Fortune was often represented by a figure holding a

cornucopia in the left and a rudder in the right hand (Patch
121; Matzke 327).6 This connection between Fortune and

Plenty is also available in an emblem regarding "Good-
fortune," the verse of which mentions Fortune's
"Cornucopias," "PRlenties," and "wealth":
The Cornucopias, well-knowne Emblems, are,
By which, great wealth, and plenties, figur'd were
(Wither IT.VI.9-10).
Fortune was associated with Ceres, another goddess often
pictured with a cornucopia. In Virgil's familiar Geogrgics,
for example, farmers are warned to pray to Ceres, the goddess
of plenty and abundance. As the only protection against
Fortune's adversity, figured as
blasts and massive rains redouble;
Huge gusts set forest groaning, beaches howling
(1.333-34).

"In fear of this," continues the poet,
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Above all, worship the gods, and to great Ceres

Pay yearly ritual after sacrifice

On the pleasant grass, when winter is vanishing

At last and spring's set fair

(1:335, 338-340).

Thomas Heywood's The Silver Age (1611) also depicts Ceres
banishing "Tempests" suggestive of variable Fortune:

Tempests hence, hence winds and hailes,

Tares, cockle, rotten showers, showers, showers,

OQur song shall keep time with our sailes,

HWhen Ceres sings, none lowers, lowers, lowers
(134) .

The connection between Ceres and Fortune, then, seems
twofold: first, both Fortune and Ceres share the image of
plentitude, the cornucopia; second, Ceres seems the only
remedy to the "tempests" of adverse Fortune.

In the Tempest Ceres is also portrayed in the harvest
masque as a "most bounteous lady" (4.1.60), "rich Ceres"
(4.1.75), and "bounteous sister™ (4.1.103). Although Ceres
is not here explicitly linked with Fortune, her "Earth's
increase, foison plenty" (4.1.110) may recall Fortune's
bounty. That is, in the masque, Iris calls Ceres a "most
bounteous lady" (4:1:60) and Juno addresses Ceres, "How does
my bounteous sister?" (4.1.103). Ceres recurring link with
the word "bounteous" echoes Prospero's "bountiful Fortune"
(1.2.178). This connection between Ceres and Fortune seems
reinforced in Juno's request that Ceres "bless this twain,
that they may prosperous be" (4.1.104). The word

"prosperous, " as outlined above, was frequently used in
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conjunction with good Fortune. The masque, then, with its
harvest and reaping images, echoes Prospero's "bountiful
Fortune" (1.2.178) and foreshadows, in a sense, Prospero's
"auspicious gales” (5.1.314)--images suggesting good

Fortune.’

Prospero's "bountiful Fortune" and Antonio's "good fortune":

Astrological Determinism and Free Will

Though dustie wits dare scorne Astrologie,

And fooles can thinke those Lampes of purest light
Whose numbers, wayes, greatnesse, eternitie,
Promising wonders, wonder to invite

Sir Philip Sidney, Astrophel and Stella: 25

While many contributions to the treatment of Fortune in
the Renaissance have been put forward, few attempts have been
made to grapple with this concept as it emerges in The
Tempest.. As has been suggested in the previous section,
Fortune's variable influence seems to affect characters'
political affairs. 1If, for example, the perils of the sea-
storm may suggest the bad fortune of the usurpers aboard the
ship, the riches of Ceres may indicate the good fortune of
Ferdinand and Miranda. This section will explore characters’
reactions to Fortune's variable influence, especially in its
related references to astrology.

In Prospero's own words, the influence of "bountiful
Fortune” is linked to an astrological "auspicious star":

By accident most strange, bountiful Fortune
(Now my dear lady) hath mine enemies

Brought to this shore; and by my prescience
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I find my zenith doth depend upon

A most auspicious star, whose influence

If now I court not, but omit, my fortunes

Will ever after droop

(1.2.178-84).

Like "bounteous" Ceres's "foison plenty” (4.1.110), this
"bountiful Fortune" "Brought" Prospero's enemies to the
island. This notion of Fortune's "bounty”" also seems echoed
by the speeches positive astrological references. The word
"accident" (2.1.178), for example, in its astrological sense,
denotes notable events in a person's life (Thomas 286).
Since Prospero's "accident" occurs at his "zenith" (1.2.181)-
-the highest point, in astrological terms, of a person's
fortunes--his star is "auspicious” (1.2.182). The
"influence" (1.2.182) of Prospero's "auspicious star" refers
to the astrological assumption that stars had special
influences, varying in effect, which were transmitted
downwards to earth (Thomas 285). If Prospero does not
"court"” (1.2.183) this "influence," his "fortunes / Will ever
after droop” (1.2.184). Here, Prospero appears to rely on a
combination of astral determinism and human action.

Such acknowledgement of astrology's influence upon human
affairs, as opposed to twentieth-century scepticism,
represents one among a range of responses to astrology from
different levels of a Jacobean audience. Prospero's combined
belief seems echoed in Renaissance emblems. One emblem, for
example, depicts a crowned man, his two feet balanced upon a
globe, in his right hand is a book and in his left a sceptre

(Wither I:XXXI). [Appendix A, Fig. 5] The crown possibly
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indicates kingship; the ball traditionally suggested
Fortune's variability; the stars recall astrological
influence. The emblem's accompanying verse reviews different
attitudes towards astrological influence. First, heavenly
bodies contain "more purpose” than "to please our sight.”
Second, the planets exert an "Influence" upon us. Third, the
mind, however, is not "constrained to obey this influence."
Finally, the "soule of man is nobler then the Spheres, which
for "just cause" Sun and Moon are ready to "stand and wait on
thee.” Just as the emblem's verse indicates a coerrelation
between astrological determinism and human free will; so
Prospero's speech suggests the influence of an "auspicious
star” and his choice to "court”" or "omit."

This combination of the planets' influence and human
self-dependence seems echoed in Raleigh's The History of the
Horld (1614). Like the verse in the above-mentioned emblem,
Raleigh's chapter notes how judicial astrology involves the
particular details of individual lives. First, according to
Raleigh, "the stars are instruments of far greater use, than
to give obscure light" (I.xi.28). Second, while the stars
are "not causes," they are "instruments and organs of divine
providence" (28). Third, the stars have no "power over the
minds of men immediately” (30). Finally, "'a wise man
assisteth the work of the stars'"™ (31). Astral determinism,
for Raleigh, seems correlated to an individual's free will.
Raleigh's combination, then, echoes Prospero's choice to act
when the time is right.

Indeed, Prospero's political fortunes seem,

astrologically speaking, in the ascendancy: "Now I arise"
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(1.2.169). Prospero's capacity to await the right moment to
act, as explored in Chapter One, here takes on astrological
significance. [7) By his "prescience" (1.2.180), Prospero
asserts, "I am ready now" (1.2.187). With this sense of
urgency about the moment of his "zenith," Prospero notes that
Ariel's "charge" to keep the ship's passengers safe "Exactly
is performed” (1.2.238). Further emphasizing time's urgency,

Prospero says, "The time 'twixt six and now / Must by us
both be spent most preciously"” (1.2.241) .8 This concern for

the time of the day is repeated at the end of the play.
Immediately preceding the denoument, Prospero reviews his
ascendant fortune:

Now does my project gather to a head.

My charms crack not, my spirits obey, and time

Goes upright with his carriage

(5.1.1-3).
Such propitious events seem to require timely action.
Prospero question, "How's the day?" (5.1.3), and Ariel's
precise response, "on the sixth hour” (5.1.4), recall the
exact calculations of astral determination in Prospero and
Ariel's initial exchange (1.2.238-41). Hence, Prospero's
concern for his "zenith" frames the play, apparently
indicated, for example, by Ariel's "exact" performance of his
bidding and "precious" use of time.
Elsewhere in Shakespearean drama, as in The Tempest,

speeches regarding astral destiny and individual will come
early and frame the play (Elton 160). The Cassius-Brutus

debate, for instance, occurs at I.i1ii.139-147 of Julius
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Caesar; Helena espouses the individual will in All's Well at
I.1.231-234; Iago upholds it in Qthellg, especially at
I.ii1.322-337; and Gloucester and Edmund present contrary
views at I.ii.107-120; 124-140. Such controversial
collocations anticipate Prospero's view, which correlates the
influence of the stars and human will.

Unlike Prospero's cognizance of the heavens' influence,

Antonio attempts to influence the heavens, advising Sebastian
to "Tender your own good fortune"” (2.1.264).9 Whereas

Prospero's Fortune seems connected to a star, Antonio and
Senastian's Fortune seems related to the moon. Renaissance
emblems connect Fortune and the moon (Patch 50). 1In one
emblem, Lady Fortune holds "in her Hand a Wayned-moone" to
show her "changing”" (Wither III.XL.22). The motto for this
emblem reads:

Uncertaipne, Fortunes Favours, bee,

And, as the Moone, so changeth Shee.

Throughout the conspiracy speeches (2.1), tidal images

are used by Antonio and Sebastian to figure their "good
fortune." [9]) Sebastian begins the exchange asserting, "I am
standing water" (2.1.215). With the reference to "standing
water"--water that is neither ebbing nor flowing--Sebastian
places himself within the moon's influence. Unlike the
stars, which, in the Renaissance, were thought to occupy a
fixed place in the heavens, the moon commonly symbolized
change. Antonio, in his reply, continues this reference to
lunar influence. "I'll teach you,"” says Antonio, "how to

flow" (2.1.216). Here, it seems "flow" denotes the rising
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tide.

In his turn, Sebastian continues the tidal imagery,
telling Antonio to "Do so. To ebb / Hereditary sloth
instructs me" (2.1.216-17). Imploring Sebastian to "the
purpose cherish”" (2.1.218), Antonio ends these importunities
with references to the moon's power:

Ebbing men indeed
(Most often) do so near the bottom run
By their own fear or sloth
(2.1.220-222).

Since Sebastian's apparent propensity is to "ebb," Antonio
will teach him "how to flow." Just as the moon's influence
pulls and releases the tides, so Antonio, usurping the moon's
power, instructs Sebastian how to seize his fortune. Gonzalo
anticipates this unseating of the moon:

You are gentlemen of brave mettle; you

would lift the moon out of her sphere if

she would continue in it five weeks without

changing

(2.1.176-178) .

The opponents to legitimate rule, Sebastian and Antonio,
would go so far as to unseat the moon, a traditional image
for change. To teach Sebastian "how to flow," Antonio usurps
the moon's function. His ambition, moreover, is of such
"brave mettle"” that he would even lift "the moon out of her
sphere” (2.1.177). While the "auspicious star" influences
Prospero; Antonio, cynically, uses the conventional image for
change in his quest for a final usurpation. Gonzalo's

"lifting the moon out of her sphere" anticipates Prospero's
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depiction of Caliban's mother, the witch Sycorax:
This misshapen knave,

His mother was a witch, and one so strong

That could control the moon, make flows and ebbs,

And deal in her command without her power

(5.1.268-271).

If Sycorax's power over the moon recalls Antonio's use of
ebb/flow imagery, then Sycorax's black magic may be
analogously linked to Antonio's subversion.

Antonio's sole reliance upon human action seems
ethically opposed in Ariel's "harpy" speech (3.3.53-82).
Ariel's speech seems to contain Prospero's balance between
the influence of astral determinism and Fortune. That is,
Ariel's reference to "destiny” (3.3.53) seems to contain
astral suggestions. The heavens, for example, in the name of
"destiny" "instrument this lower world / And what is in't"
(3.3.53-55). Further, these "ministers of Fate” (3.3.61),
like Prosero in his ascendency, await the right moment,
"delaying, not forgetting” (3.3.73). Like images suggesting
Fortune's influence, the "pow'rs" (3.3.73) influence the
"elements" (3.3.61), raising "loud winds" (3.3.63) and
"still-closing waters" (3.3.64). "Exposed unto the sea"
(3.3.71), Antonio, Sebastian, and Alonzo--"three men of sin”
(3.3.53)--with "be-mocked-at stabs" (3.3.63) are powerless
against images suggesting Fortune's power, which "Incensed
the seas and shores" (3.3.74).

In contrast Antonio's cynical manipulation of the
heaven's influence stands Caliban's susperstitous view of the

moon. Caliban's infantile indentification of Stephano as the
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"Man i' th' Moon" (2.2.135-137) seems an excess of helpless
credulity or veneration before those powers. Like Antonio
and Sycorax, Caliban is linked with the moon, the Renaissance
symbol for variability. Also, Stephano and Trinculo dub
Caliban "mooncalf” (2.2.105; 109;131; and 3.2.21). When
Stephano tells him, "I was the Man i' th' Moon when time was"
(2.2.134), Caliban's response is nothing but credulous:

I have seen thee in her . . . My mistress

showed me thee, and thy dog, and thy bush

(2.2.135-37).

Trinculo's response to Caliban's speech points to Caliban's
credulity: "The Man i' th' Moon? A most poor credulous
monster!"™ (2.2.141-142).

Indeed, Caliban seems awed by what he believes are the
celestial effects of the liquor. After two drinks from
Stephano's "wine" bottle, Caliban, drunk, exclaims:

These be fine things, and if they be not sprites.
That's a brave god and bears celestial liquor.
I will kneel to him
(2.2.114-116),
and
Hast thou not dropped from heaven?
(2.2.133) .
Finally, Caliban "adores" (2.2.136) Stephano and offers, "I
will kiss thy foot. I prithee be my god” (2.2.145). Here,
Caliban seems to hold an apparently unreasoned committment to
the special effects of celestial events upon his life and

deeds:
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I'll swear upon that bottle to be thy true
subject, for the liquor is not earthly
(2.2.122-23) .
Comically, the vocabularies of liquor and Fortune emerge when
Trinculo's initially meets with Caliban. That is, Trinculo
provides three examples, among others, that seem particularly
noteworthy. First, "another storm" is "brewing" (2.2.19).
Second, "Yond same black cloud, yond huge one, looks like a
foul bombard that will shed its liquor" (2.2.20-21). Third,
"I will here shroud till the dregs of the storm be past"
(2.2.39-40). This comic coupling of storm and drinking
idioms suggests Fortune's vicissitudes. 1Indeed, for the
butler (possible heard as "bottler"), the jester, and the
monster "all is but fortune" (5.1.257).
* * *

In summary, perhaps, as recent critics of the play
argue, the opening storm may recall the storms encountered by
Renaissance explorers. But, as outlined in this chapter,
Shakespeare also seems to link the opening storm (1.1) to
Fortune's influence. Prospero's storm with its foundering
ship may evoke numerous Classical, Medieval, and Renaissance
storms. Such conventional references of a ship foundering in
a raging sea-storm often symbolized Fortune's variability.
Similarly, The Tempest's pattern of "loss" and "bounty"”
suggests Fortune's traditional theme of "weal and woe" (e.qg..
Chaucer's Monk's Tale). 1In particular, among other instances
of Fortune's "loss" are Antonio's coup d'etat (1.2) and

Ferdinand's apparent drowning. Examples of Fortune's
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"Bounty" seem to arise in Prospero's harvest masque (4.1) and
Gonzalo's ennumeration of "finds"™ (5:1). This motif of loss
and gain seems reflected in the play's opening perils of
"wild waters" (1.2.2) and closing comforts of "auspicious
gales” (5.1.314).

Besides these sea-images, Fortune's influence may be
suggested in references to astrology in the play. That is,
appearances of the word Fortune seem linked to mentions of
astrological references, in particular, Prospero's
"auspicious star” (1.2.182) and Antonio's tidal "flow"
(2.1.216). In response to this notion of astral determinism,
a range of Renaissance attitudes seems dialectically
presented in Acts One and Two. In Act One, Prospero
rationally balances the influence of his "auspicious star"”
(1.2.184) and his own action. Mindful of the heavens'
aspect, Prospero "courts" (1.2.185) their influence to assist
him in regaining his dukedom and marrying Ferdinand and
Miranda. 1In Act Two, against Prospero's rational action
stands Antonio's cynical use of lunar/tidal imagery. Antonio
manipulates the tidal images to persuade Sebastian to
regecide: he "teaches" Sebastian "how to flow" (2.1.216).
Also in Act Two, antithetical to Antonio's cynical use of
lunar imagery seems Caliban's superstitious belief in the
"Man i' th' Moon" (2.2.135). Caliban's irrational credulity
prompts the butler/"bottler" Stephano and the jester
Trinculo, to dub him "credulous monster™ (2.2.142) and
"mooncalf" (2.2.109).

Such contrasting attitudes and respones to

Fortune/Astrology--as those of Prospero, Antonio, and
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Caliban--have the advantage at once of revealing aspects of
character, forshadowing events, and engaging the attention of
divergent factions of the audience. Thus through the play
three Renaissance views of astral determinism and
individualism seem explored: Prospero's rational balance,
Antonio's cynicism, and Caliban's credulity. That, with
dramatic craft, Shakespeare chooses to let us see each
position against the other should not finally obscure the
final influence of Fortune--according to Prospero, "Every
third thought shall be of my grave"™ (5.1.311). The final
connotation of Fortune is mutability and its own suggestions
of death: Gentle breath of yours my sails / must fill" (Ep.
11-12) . The iconography celebrating James's triumphal entry
into London in March 1604 seems appropriate to cite here.
Upon the "New World Arch,"™ Fortune stood above the globe, "as
if treading on the moving world" (Parry 15).

Notes

1. As one of the most read books of Western history (Pocock
36), Boethius's Consclation was widely translated; such
translations include Queen Elizabeth's. For this study I use
the English translation of "I.T." (1609).

2. In the Renaissance, the word "fortune" was often
substituted for by words such as "chance," "fate," "destiny,"
and "hap," although distinctions between such terms as
"fortune” and "fate," for example, were made (Keifer 3-9).

3. According to DuCange's Glossarium:Mediae et Infimae
Latinitatis, sense "3" of Fortuna is "Maris tempestas" (575).

4. All references to Hamlet are from The Riverside

, ed., G. Blakemore Evans, Boston: Houghton
Mifflin Company, 1974.

5. The Qxford Latin Dictionary, ed., P.G.W. Glare, Oxford:
Clarendon Press, 1976, lists prospero as "To cause (a policy,
aim, etc.) to succeed, help forward, further; prosperous,
deriv. from advl. *pro spere.
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6. Wind 272.

7. Prospero's "bountiful Fortune," according to one critic,
seems to recall the classical figure, Occasion. Indeed, Lady
Occasion, scholars have shown, was often substituted by
Fortune in the Renaissance (Patch 116). If Prospero's "dear
lady" Fortune suggests Lady Occasion, the suggestion seem
rather a shorthand depiction. Unlike standard emblematic
portrayals of the figure Fortune/Occasion (Keifer 193-231),
Prospero mentions neither the long forelock nor the bald back
of her head.

While Prospero's Fortune, like Occasion, provides "the
opportunity” (Keifer 223), his depiction of Fortune seems
also linked to astrological references. Prospero's
"auspicious star" may recall, as one commentator suggests,
Machiavelli's "star" of Fortune (Keifer 223): Machiavelli
advises in his "Capitolo di Fortuna" that man take Fortune
"for his star”" (1. 124). If Prospero's "star" recalls the
stellae erraticae or stellae errantes (wandering stars or
planets) (Hankins 25), then the connection between variable
Fortune/Occasion and the "star" may be appropriate. 1In
addition, if Prospero's "bountiful Fortune," in its
connection to Occasion, were changeable, then Prospero's
urgency to "court . . . my fortunes" (1.2.183) also seems
appropriate.

8. It is interesting to note the the astrological term
"election" denoted the the propitious moment or the selection
of the proper hour and day for the transaction of some
business--the propitious hour.

9. Also opposed to Prospero's "auspicious star," Antonio
seems to rely on his own "strong imagination" in order to
persuade Sebastian to kill his father Alonzo, so "a crown"
will drop "upon his [Sebastian's] head" (2.1.202-03).
Throughout the exchange, Antonio and Sebastian's coy banter
regarding "sleeping” and "waking"--e.g.,"I find not / Myself
dispos'd to sleep" (2.1.196-7); "What art thou waking?"
(2.1.204); "This is a strange repose, to be asleep / With
eyes wide open" (2.1.208-09)--seems to emphasize the thrust
of Antonio's argument: "Noble Sebastian, / Thou let'st thy
fortune sleep--die, rather; wink‘'st / Whiles thou art waking"
(2.1.210-12). Here, opposed to Sebastian's "Hereditary
sloth"” (2.1.218), Antonio asserts that he is "more serious
than my custom,™ (2.1.214), urgently requiring that Sebastian
"heed me” (2.1.215): "how you the purpose cherish . . .how,
in stripping it, / You more invest it" (2.1.219-20). For
Antonio, then, this individual human intervention contrasts
sharply with the "Ebbing men, indeed, / Most often do so
near the bottom run / By their own fear and sloth" (2.1.221-
23).

If "ebbing” is the result of the moon's pull (Garin 80),
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Antonio's "ebbing™ seems to imply a contempt for the power of
the heavens that Prospero seems to value so much.
Furthermore, while Prospero recongnizes "bountiful Fortune"”
(2.1.178) for the usurper's proximity, ironically, Antonio
claims the aide of "destiny” for being "cast again" (2.1.246-
47) on the island. Antonio's "destiny" seems undercut by his
insistence on Sebastian's action: "to perform an act /
Whereof what's past is prologue; what to come, / In yours and
my discharge” (2.1.247-49). Antonio's final mention of
"fortune"--"And how does your content / Tender your own good
fortune?" (2.1.264-65)--comes on the heels of Sebastian's
consent, "Do you understand me? / Methinks I do" (2.1.263-
64). At this point in the speech, Sebastian replaces the
"wake/sleep” and the "ebb/flow" foolery with seriousness: "I
remember / You did supplant your brother Prospero" (2.1.265-
66). Against the capricious power of "fortune"--"There be
that can rule Naples / As well as he that sleeps" (2.1.257-
58)--stands man's capacity for action: as Antonio convinces
Sebastian, "when I rear my hand, do you the like" (2.1.290-
291). That Ariel, Prospero's "minister," interrupts this
attempt at regecide may have been seen by divergent factions
in the audience as the ascendency of the opposing view,
Prospero's reliance not only on action but also on his
"star."
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Chapter Four: Prospero's "nobler reason" (5.1.26): Virtue,
Nobility, and Prudence

As noted in the previous chapter, among the ways
characters react to Time's swift passage and Fortune's
fickleness includes Prospero's rational action, Antonio's
cynical opportunism, and Caliban's superstitious credulity.
In addition to such reactions, the play's treatment of Time
and Fortune tests characters' worth or their "virtue."
Frequently recurring in the play as a remedy for Time's and
Fortune, "virtue" emerges as central to at least one meaning-

level of the play.1

As a mode of entry into that level, I have chosen to
examine references to "virtue"™ and related concepts--
goodness, bravery, valor, nobility, gentleness. See, for
example, Prospero's, the "rarer action is / In virtue than in
vengeance”" (5.1.20-32). This speech, according to recent
commentators, suggests a positive morality. 1In addition to
its apparent generosity of spirit, the speech's language
suggests other possible meanings. If Prospero's words
qualify this notion of simple goodness, in this chapter I
should like to suggest other possible meanings for this
statement of kindness. Among such possible meanings,
Prospero's "princely virtue" and "prudent clemency" may raise
questions about the adequacy of two recent critical notions:
Shakespeare's supposedly "ambivalent" depiction of Prospero
(Orgel xix) and his allegedly "sympathetic" portrayal of
Caliban (Drakakis 29).

Instances of Virtue as a quality of goodness are linked
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to Miranda, her mother, and Ferdinand. Prospero first
praises Miranda's "very virtue of compassion®" (1.2.27): "0,
I have suffered / With those I saw suffer!"™ (1.2.5-6). Her
"piteous heart™ (1.2.4) sympathizes with those aboard the
foundering ship--"0, the cry did knock / Against my very
heart"” (1.2.8-9). Against the fury of storm-time stands
Miranda's "very virtue of compassion.”

Just as Miranda's "piteous" Virtue would "allay"” the
"wild waters" (1.2.2) of Fortune, so her mother's "virtue”
may also contain moral overtones. That is, according to
Prospero, Miranda's mother is "a piece of virtue" (1.2.56).
Prospero uses the word "virtue" here to emphasize his role as
Miranda's father--"She said thou wast my daughter”" (1.2.57).
With this use of "virtue," Prospero assures Miranda of her
mother's positive morality.

Miranda's link with Virtue's goodness is again
emphasized during Ferdinand and Miranda's second meeting.
Here, Ferdinand contrasts the "several virtues" of several
women (3.1.42) with Miranda's "so full soul” (3.1.44). If
"many a lady" (3.1.39) have "but some defect” (3.1.44),
Miranda is morally "perfect . . . Of every creature's best”
(3.1.47-48).

Also in a context suggesting goodness is Virtue's final
recurrence in the play. That is, Prospero declares that it
is better to act in "virtue" than in "vengeance":

Yet with my nobler reason 'gainst my fury
Do I take part: the rarer action is
In virtue than in vengeance

(5.1.26-28) .
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That this is "virtue”" in a moral, even Christian, sense 1is
widely asserted by the play's commentators (e.g., Kermode
1iii). For the purpose of qualifying the critical reception
of the word "virtue," while "virtue" recurs positively
throught the play, a purpose of this section is to suggest
that related words point to other levels of meaning.

Among related words linked to "virtue” is "nobility."
If, in Prospero's speech, "nobles" (5.1.26) includes

nobility, it may recall a Renaissance commonplace: the
nobility are virtuous.2 This commonplace is asserted, for

example, by Elyot in Book II of The Governor (1631):
"nobility" is "the commendation and as it were the surname of
virtue" (106). Appropriate may also be Owen Felltham's
remark (1623?) on the gloriousness of nobility. "Earth hath
not anything more glorious than . . . nobility, when it is
found with virtue" (Resolves, cxcii, 305). If the nobility
are virtuous, we are led to questions of the play: How is
Antonio's vicious behavior compatible with his noble birth?
What has become of Antonio's nobility, his supposed
predisposition to virtue? A glance at the play's other
references to "virtue" and noble/nobility may shed light on
the paradoxical "nobility" of the ignoble Antonio. The
Tempest seems to include a critique of the supposedly

superior aristocracy.3

In the play's treatment of "virtue,” nobility itself
seems a morally questionable term. When the nobility are in
danger of drowning, for example, the audience hears them

arguing with the foundering ship's crew. Their lack of
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integrity seems evident when they insist on decorum in the
midst of a raging storm. When Gonzalo reminds the Boatswain
about the passengers' noble birth right--"remember whom thou
has aboard" (1.1.19)--the Boatswain challenges the efficacy
of people of title. The Boatswain's dare, "command these
elements to silence”™ (1.2.21) and "use your authority"”
(1.2.23), questions the capacity of the noblemen.
Furthermore, as the audience will learn, these "noblemen,"
ironically, are themselves ignoble subverters of Prospero's
rule. Thus the spectators may be led to question the worth
of the nobles during the crisis aboard the ship. Although
Gonzalo insists that respect be shown to the nobility
(1.1.19), the Boatswain seems almost to dismiss them: "Out
of the way, I say" (1.1.26). 1In the play's opening scene, at
least, to be of noble birth is not an absolute value; rather,
it is put to the test by the fluctuating "mischance of the
hour” (1.1.25). The Tempest's opening thus may include a
critique of the nobles' superiority by birth.

This questioning of the nobility is carried forward as
we turn from the opening storm scene to Scene Two. During
Prospero's explanation regarding how he and Miranda had come
to the island (1.2.1-186), Miranda informs us that her
grandmother is "noble" despite giving birth to the
"perfidious" (1.2.68) Antonio--

I should sin
To think but nobly of my grandmother:
Good wombs have born bad sons
(1.2.118-120),

Miranda's first mention of the word "noble" suggests that the
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merits of inherited nobility are explored within competing
perspectives. That is, although Prospero raised the storm to
bring the usurping "nobles" to justice; Miranda's nobility is
expressed in her "compassion" for "those that I saw suffer!"
(1.2.5). Evoking her nobility, she thinks "no doubt, some
noble creature in her" (1.2.7). Furthermore, while from the
vantage of her rank, Miranda sees a "brave vessel" (1.2.6);
from the perspective of the ship’'s deck, the "noble Gonzalo"
depicts this same ship as
stronger than a nutshell, and as leaky as an
unstaunched wench
(1.1.47-48) .

Thus, while all the people with title aboard the foundering
ship are of noble birth; the subverters'--Antonio, Sebastian,
and Alonzo's-- "nobility" is questioned in the presentation.

While the second scene includes such a critique of the
nobility, the audience is led into Prospero's exposition, now
containing an explanatory dimension. During his exposition,
Shakespeare interposes the deposed Duke Prospero, from whom
the audience gains a mediated version of his fall from rank.
Prospero tells the audience not only the details of the
usurpation but also the treachery of his "noble" brother
Antonio. First, Prospero establishes his own nobility in
tentative terms. He anticipates Miranda's ignorance of her
rank--Miranda: "'Tis far off . . . and rather like a dream

my remembrance" (1.2.44-45). Miranda also recalls the
trappings of her lost, high position:

Had I not

Four or five women once that tended me?
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(1.2.46-47) .
Second, Prospero's exposition details his own loss of title
and place 1in terms that reflect his tentative status:
thee my daughter, who
Art ignorant of what thou art, naught knowing
Of whence I am; nor that I am more better
Than Prospero, master of a full poor cell,
And thy no greater father
(1.2.17-21) .
The phrases "who thou art” and "whence I am" suggest his
unsure political status as the deposed Duke of Milan.
Although Prospero's unfolding of his "true nobility" becomes
less tentative--
Thy father was the Duke of Milan and
A prince of power
(1.2.54-55)--
his more assured expression of his own nobility--"Duke of
Milan" and "prince of power"™ (1.2.54, 55)-- seems undercut by
his present role as merely "thy no greater father”™ (1.2.54).
Ironically, Prospero's most assured expression of his former
political status--
And Prospero the prime duke, being so reputed
In dignity, and for the liberal arts
Without a parallel
(1.2.72-74) --
occurs within his depiction of Antonio's goup d'etat:
that now he [Antonio] was
The ivy which had hid my princely trunk

And suck'd my verdure out on't
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(85-87) .
Prospero's own failure to maintain his noble degree is
depicted in paradoxical terms. Duke Prospero is "master of a
full poor cell”™ (1.2. 20), a "poor man" whose "library / was
dukedom large enough”" (1.2.109-110). This critique of the
nobility continues when Prospero, "poor Milan™ (1.2.116) is
reduced to "most ignoble stooping” (1.2.116) by her "noble"
brother Antonio. Antonio's rise in status, then, is
presented as Milan's or Prospero's "ignoble stooping." With
two such "noble" brothers--the "poor man" (1.2.115) Duke
Prospero and the "ambitious" (1.2.105) "noble" Antonio--the
concept "nobility" seems further questioned.

The play procedes with this valuation of "nobility"
within Ferdinand and Miranda's courtship scenes (1.2 and
3.1). 1In contrast to Prospero's nobly-born but ignoble
brother Antonio, Prospero tests Ferdinand and Miranda's
"nobility."” While among Miranda's initial impressions of
Ferdinand, she refers to his nobility--

nothing natural
I ever saw so noble
(1.2.421-422),
Miranda's claims for Ferdinand's status are diminished by
Prospero--
thou mightst call him
a goodly person
(1.2.418-419) .
Again, when Ferdinand refers to his own royal status--"1 am
the best of them" (1.2.432), Prospero questions Ferdinand's

"high claims":
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How? the best?
What were thou, if the King of Naples heard thee?
(1.2.433-434).
Miranda, in her turn, replies to her father's criticism of
Ferdinand, "He's gentle" (1.2.471). Prospero denigrates
Ferdinand's rank, comparing him to Caliban, who is begotten
of a "vild (["vile" or "wild"] race" (1.2.358):
To th' most of men this is a Caliban,
And they to him are angels
(1.2.483-484).
Since Prospero devalues Ferdinand, Miranda counters by
lessening her own "affections"” as "most humble" (1.2.484-
485) . Unlike the "ambitious" Antonio, Miranda has "no
ambition / To see a goodlier man" (1.2.485-486) than
Ferdinand, whom Prospero depicts as merely "goodly"
(1.2.419).

While Prospero challenges Ferdinand's "nobility" in
Scene Two, Miranda's "nobility"™ is, in contrast, affirmed in
Act Three, when the couple meets for the second time. Once
again, the interplay of superlative and comparative modes
effects the evaluation. With his "best regard" (3.1.40),
Ferdinand compares his "noble mistress" (3.1.33), Miranda, to
YFull many a lady" (3.1.39). Unlike these ladies with "some
defect” (3.1.44), Miranda is, according to Ferdinand, "with
the noblest grace" (3.1.45):

So perfect and so peerless, are created
Of every creature's best!

(3.1.47-48) .
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Such superlatives as "best" and "peerless," which echo
through the courtship scenes, emphasize Miranda's "true
nobility." Furthermore, although both evaluate themselves in
modest terms--Miranda as "unworthy" (3.1.77) and Ferdinand as
"humble" (3.1.87)--even Prospero's critical eye portrays
their meeting as a "Fair encounter / Of two most rare
affections!"™ (3.1.74-75), in terms attesting to their
nobility.

Scene Two thus continues the play's questioning of the
quality of nobility. While Scene One contains an indirection
in valuing the nobles aboard the foundering ship; Scene Two
presents a contrast among Duke Prospero's tentative political
status, Antonio's "ambitious" nobility, and Ferdinand and
Miranda's "peerless" nobility.

Act Two, Scene One, continues the questioning method of
I.ii, having Sebastian and Antonio's "nobility" disputed by
Gonzalo, whose own "nobility" is in the process thus
affirmed. Recalling Act One, Scene One, Gonzalo's call for
the recognition of rank in the storm--"remember whom thou
hast aboard" (1.1.19)--is ridiculed by the Boatswain:

You are a counsellor; if you can command these

elements to silence, and work the peace of the

presence, we will not hand a rope more; use

your authority

(1.1.20-23).

Thus witnessing the Boatswain's challenge to Gonzalo's
"command"” and "authority," in Scene Two the audience is
provided an alternate valuation. While Duke Prospero extols

Gonzalo's nobility--the "noble Neopolitan" (1.2.161)--in
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Scene Two Antonio and Sebastian ridicule his speeches--the
"old cock"™ (2.1.29). Thus we can more readily measure
Gonzalo's nobility in the disparity between Prospero's praise
and Antonio and Sebastian's mockery. Whereas in Scene One it
could be demanded what objective standard existed for any of
the passengers' "nobility," after Prospero's exposition,
Gonzalo's "true nobility" should be apparent to the
spectators.

Also apparent to the audience is Antonio and Sebastian's
"lack" of "gentleness" (2.1.33). Sebastian and Antonio's,
"nimble lungs" or sarcastic remarks (2.1.169) prompt Gonzalo
"to minister occasion®™ (2.1.167-68) to these gentlemen. 1In
addition, when Gonzalo confuses Tunis for Carthage (2.1.80,
81), his is a mistake at once pointed out by Antonio and
Sebastian: "What impossible matter will he make easy next?"
(2.1.85). The high-born subverters, moreover, mock Gonzalo's
inconsistency in the Golden Age speech. While at the
beginning of the speech, Gonzalo's imaginary commonwealth has
"No sovereignty" (2.1.152); at the end of the speech, Gonzalo
maintains that he "would with such perfection govern"
(2.1.163). Railing at this inconsistency, Antonio and
Sebastian mock Gonzalo's imaginary political status: "'Save
his Majesty!" and "Long live Gonzalo" (2.1.164, 165).

Antonio and Sebastian's lack of "gentleness" belies their
noble birth. But their "ignoble" actions, when given a
chance, speak for themselves.

That the play shows Antonio and Sebastian nobly born but
lacking "gentleness" may have reminded the audience of the

Renaissance debate about vera nobjilitas or "true nobility."
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That is, whether "true nobility" was founded upon lineage and
wealth (Antonio and Sebastian) or upon the possession of

virtue (Gonzalo) constituted a controversy during
Shakespeare's time.4 oOn one side of the controversy, the

noble families were thought to display "virtue”" most fully.
"Where Virtue is in gentlemen,”" comments Elyot at the start
of The Governor (1531), "it is commonly mixed with more
sufferance, more affability and mildness than for the most
part it is in a person of rural or of very base lineage"
(14). Similarly, in his treatise on The Ngbles or of
Nobility (trans. 1563), Lawrence Humphery claims that virtues
"shine and glitter in a nobleman more brightly than anyone
else” (sig. K, 4b). While Humphrey's claim may be true for
Gonzalo, it is not true for Antonio and Sebastian.

This questioning of the hereditary aristocracy--that the
nobly born are virtuous--also emerges in other Shakespearian
late plays. 1In Pericles, for example, thinking that Marina,
the shipwrecked daughter of Prince Pericles, is a prostitute,
the governor of Mitylene, Lysimachus, is persuaded of her
hidden nobility by her speech:

_ I did not think
Thou couldst have spoke so well
(5.1.112-113) .
Charmed by Marina's eloquent and moral refusal to succumb to
his lascivious importunities, Governor Lysimachus guesses

that Marina is of noble stock:
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Thou art a piece of virtue, and
I doubt not but thy training hath been noble
(5.1.122-123) .

Just as Miranda's noble mother's chaste reputation is a
"piece of virtue" (1.2.56), so Marina's chaste refusal of
Lysimachus's ignoble advances is also "piece of virtue"
(5.1.123) . These parallel uses of "virtue" valuate the
characters' "true nobility." The lecherous Governor
Lysimachus contrasts to the chaste princess Marina.

Thus The Tempest, on one level, may be seen as a
critique of the aristocracy--Miranda's "compassion"” makes her
noble heritage shine more brightly; Antonio and Sebastian's
"ambition" belies their high birth. When Prospero asks,
"tell me / If this might be a brother" (1.2.117-118),
Miranda's reply, "I should sin / To think but nobly of my
grandmother" (1.2.117-118), evokes her gentleness. That
Miranda's grandmother is "noble" and Antonio is ignoble
epitomizes the play's examination of the aristocracy.

Elsewhere in Shakespeare "bad" offspring are paired with
"good." 1In Lear, for example, Cordelia had Regan for a
sister and Edmund was Gloucester's "natural" son and Edgar's
brother. Miranda's explanation for a "nobly" born but wicked
son--Good wombs have born bad sons" (1.2.119)--seems also to
have been a troublesome issue for other Renaissance writers.
Raleigh, for example, offers a strained solution to this
problem of the aristocracy, blaming astral influence. To
account for a "bad" son, Raleigh posits, "the sons of

virtuous men, by an ill constellation, become inclinable to
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vice" (History 31).

Just as the play questions the supposed superiority of
the nobility, so too "brave" characters are not necessarily
presented as "noble." Although the words "brave" and "valor"
normally lend themselves to positive qualities, such as manly
excellence, courage and valor; within the dramatic context of
The Tempest, however, these terms are, in general, to be
perceived ironically. 1In addition to its positive
connotations, the word "brave" denoted, in particular
Jacobean contexts, a bravg or a bully, even a hired assassin.

Used in this sense in 1611, "Braves," states Coryat in
Crudities, are "desperate and resolute villains in Venice.">

Identified with this dubious sense of the words "brave"
assassins, Antonio and Sebastian, and the "valorous"
drunkards, Caliban, Stephano, and Trinculo.

From the play's opening, the word "brave" has not
entirely favorable connotations. As has been noted above,
Miranda calls the foundering ship "a brave vessel” (1.2.6),
when, in the previous scene, Gonzalo described the ship as
"no stronger than a nutshell” (1.1.47). 1In addition, whereas
the vessel does carry the "brave form” (1.2.412) Ferdinand,
"some noble creature in her" (1.2.7); it also carries the
usurping Antonio and Sebastian, whom the "noble Neopolitan,
Gonzalo" (1.2.161) later ironically refers to as "gentlemen
of brave mettle” (1.2.182). These manly qualities are
deflated by Ariel's "noble master"” (1.2.299): the subverters
are "so full of valor that they smote the air" (4.1.172).

The term "brave," in its use in the play is dubious,



89

especially when used in regards to the two subverters.

The drunken characters, Caliban, Stephano, and Trinculo,
may also have been perceived as "valiant" and "brave" from
this ironical perspective. Caliban, for instance, exclaims
that Stephano, the "drunken butler," also his "valiant
master”" (3.2.46), is "a brave god and bears celestial liquor"
(2.2.117). Similarly, Stephano, in a telling oxynmoron,
"commands" Caliban, "brave monster,"” to "lead the way"
(2.2.188). Trinculo too characterizes Caliban as a "brave
monster indeed"” (3.2.11), whereas Caliban, unwittingly
justified, returns the "compliment" with "I'll not serve him,
he is not valiant”" (3.2.24).

With the dubious connotations of "brave" in mind, how,
at the end of the play, the audience may view Caliban's
summary of the noblemen as "brave spirits indeed” (5.1.261)
is open to question. If the word "brave" may be not entirely
positive, we may compare the possible ambiguity, on the one
hand, of Stephano's, "this will prove a brave kingdom to me"
(3.2.144) to, on the other hand, Miranda's famous, "O brave
new world" (5.1.183). Just as the audience may doubt
Stephano's drunken evaluation, so too they may question the
inexperience of Miranda, especially since she is immediately
answered by her father, "'Tis new to thee" (5.1.184). 1In so
far as The Tempest may advance by a process of multipying
perspectives, the audience seems prepared to observe a world
where, it becomes increasingly evident, "nobility" is
questionable as an absolute moral concept. If the internal
evidence reveals that the word "noble" has been applied to

questionable contexts, how is the leader, such as Duke
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Prospero to supply a standard political morality, or at least
stem the potential anarchy of a self-seeking "nobility"?
Prospero's Princely "Virtue" (5.1.28) and Prudent Clemency
This section proposes -that Prospero's princely "virtue”
and "nobility"™ stand in contrast to those of the play's other
aristocrats. 1In addition, his treatment of his subjects may
have suggested to a Jacobean audience two related qualities,
moral clemency and political prudence. As shown above, in
Acts One and Two, the play seems to question the absolute
virtue of the nobility, raising questions about accepted
social standards. Among questionable actions by the
political elite are Duke Antonio and the would-be-king
Sebastian's attempt to assassinate King Alonzo. If Antonio
and Sebastian's lack of "gentleness" affects our view of
their nobility, how would the spectators evaluate Duke
Prospero's ungentle treatment of Caliban? And, while
Prospero treats some characters harshly, Prospero's apparent
repudiation of "fury" (5.1.26) when he declares that
the rarer action is
In virtue than in vengeance
(5.1.27-28),
reflects negatively on this previously harsh treatment of
Caliban? Here, Prospero's repudiation of vengeance is often
interpreted by critics as an indication of Christian
forgiveness. Even those critics who alledge a "tension
between statecraft and Christian principles"” in Act Five
depict Prospero as a "Christian prince"™ (Rupp 316, 304).
Indeed, Prospero's declares that

they being penitent,
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The sole drift of my purpose doth extend
Not a frown further
(5.1.28-30).

Prospero's repudiation of "vengeance" may also have suggested
the so-called princely virtue, clemency.6 When in Act Five

Prospero, once again Duke of Milan, twice offers his pardon
to the usurpers--"I do forgive thee™ (5.1.78, 131)--he
appears to display what Seneca terms, "Gloriosa virtus est in
principe citra punire quam liceat™ ["It is a shining virtue
for a prince to punish less than he might"] (De Clementia
449) .

Furthermore, Prospero's conciliatory speeches to the

"nobility"” in Act Five seem to contain the qualities of
gentlemanly affability.7 For example, Prospero embraces

Alonzo--"1 embrace thy body” (5.1.109)-- and says, "to thee
and thy company I bid / A hearty welcome" (5.1.110-111).
Next, Prospero embraces his "noble friend"” (5.1.120) Gonzalo:
Let me embrace thine age, whose honour cannot
Be measur'd or confin'd
(5.1.121-122).
Then Prospero turns to the entire group and proclaims,
"Welcome, my friends all!" (5.1.125). Even after Sebastian's
ungrateful response, "The devil speaks in him” (5.1.129),
Prospero forgives him:
I do forgive
Thy rankest fault--all of them
(5.1.130-132).

Thus Prospero's display of mercy--"with my nobler reason
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'gainst my fury / Do I take part" (5.1.26-27)--may anticipate
his gentlemanly "virtue" at the end of the play:
I'll deliver all;
And promise you calm seas, auspicious gales,
And sail so expeditious
(5.1.313-315).

Prospero's "forgiveness," however, does not resolve the
emnity between him and Antonio.® on the one hand, Prospero

threatens Antonio and Sebastian:
But you, my brave lords, were I so minded,
I here could pluck his Highness' frown upon you,
And justify you traitors.
(5.1.126-128).
On the other hand, Sebastian offers an "unrepentent" retort,
"The devil speaks in him (5.1.129). And Antonio, in his
turn, remains silent, 1like the villain Iago's,
Demand me nothing. What you know, you know.
From this time forth I never will speak word
(5.2.303-304).
Antonio's silence, Sebastian's curse, and Prospero's threat,
then, suggest no Christian reconciliation. While Prospero
"forgives" Antonio, and Sebastian--"I do forgive thee"
(5.1.78)--enmity persists between him and Antonio. In light
of this unresolved conflict between Prospero and Antonio, the
critical notion that Prospero's "virtue” signifies Christian
reconciliation seems inadequate.
Even if Prospero's "virtue" (5.1.26) procedes from a

Christian ethos, his "nobler reason" (5.1.26) prompts him to
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threaten some of his subjects. That is, Prospero warns the
subverters, Sebastian and Antonio, "at this time / I will
tell no tales”™ (5.1.29-30). In the same way, he cautions the
drunken conspirator Caliban, "as you look / to have my
pardon, trim it (Prospero's cave] handsomely" (5.1.292-293).
Recent commentators have villified Prospero for his
supposed "cruel” treatment of Caliban (e.g., Brown, Barker,
and Hulme). With Prospero's harshness towards Caliban:
For this, be sure, to-night thou shalt have cramps,
Side-stitches that shall pen thy breath up; urchins
Shall, for that vast of night that they may work,
All exercise on thee; thou shalt be pinch'd
As thick as honeycomb, each pinch more stinging
Than bees that made 'em
(1.2.327-332).
and
Fury, Fury! there, Tyrant, there! hark, hark!
Go charge my goblins that they grind their joints
With dry convulsions; shorten up their sinews
With aged cramps; and more pinch-spotted make them
Than pard or cat o' mountain
(4.1.257-61)--
he apparently violates humanist injunctions against a
prince’'s cruelty towards his subjects. Seneca, for example,
writes to the Emperor Nero in De Clementia: "Non decet regem
saeva nec inexorabilis ira [Cruel and inexorable anger is not
seemly for a king] (373).
With Prospero's threats to Antonio and Caliban, however,

another sense of "virtue"--that is, prudence--may be
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applicable to the context. If Prospero links "virtue" with
"nobler reason" (5.1.26), this connection may have evoked the
idea that all rulers have a duty to follow the dictates not
merely of the so-called princely virtues like clemency but

also of prudence.9

Prudence, as a Renaissance princely virtue, was
considered a "political™ virtue rather than a moral virtue.
The famous proponent of "ends," Machiavelli, attacks the
humanist proponents of the moral princely virtues:

how men live is so different from how they
should live that a ruler who does not do what
is generally done, but persists in doing what
ought to be done, will undermine his power rather
than maintain it
( The Prince 54).
Echoing Machiavelli's criticism of the princely-virtue
writers, Bacon states, in De Augmentis (date):
we are much beholden to Machiavelli
who openly and unfeignedly declare or describe what
men do, and not what they ought to do
(VII.ii. HWorks vol.5,p.17).
With this guiding principle in mind, Machiavelli advises, "if
a ruler can keep his subjects united and loyal, he should not
worry about incurring a reputation for cruelty" (The Prince
58). Similarly, according to another influential Renaissance
adviser of princes, Guicciardini (1530), "virtu" allowed men
to exercise leadership and control, reconciling the brute

with moral relations. King James himself, in his 1609 Speech
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before Parliament, offers a similar position regarding
"mercy”:

None ought to be spared from being brought under the

danger of Law, and then it is my part to use mercie, as

I think convenient.

(McIlwain 322).
Like James's "Law" and "mercie,™ Prospero's harsh treatment
of Caliban, then, may reflect a combination of "political”
prudence and princely clemency demonstrated in Act Five.

Prospero's prudence seems recognized by Caliban in Act
Five. After, for instance, Caliban and his cohorts are
"driven in" (s.d.), he seems not only awed by Prospero's
ducal regalia, "How fine my master is!"™ (5.1.262), but also
afraid of his power, "I am afraid / He will chastise me"
(5.1.262-263) . Similarly, Caliban's awe and fear emerge in
when they witness Prospero's regal presence: "I shall be
pinch'd to death” (5.1.276), and, "I'll be wise hearafter, /
And seek for grace" (5.1.294-295).

This combination of moral and political virtue emerges
in regard to another princely virtue, fidelity to one's word.
When Prospero, in his last speech, keeps his promise to free
Ariel--

then to the elements
Be free, and fare thou well!
(5.1.317~-18) -~
he displays "one of the main virtues which," according to the
adviser-to-princes Josse Clichtove, "a prince must diligently
exercise" (fo, 43a). During the play, however, the audience

views Ariel and Caliban questioning Prospero's princely
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fidelity.

Ariel, for instance, accuses Prospero of breaking faith
with them. Ariel complains "thou did promise / To bate be a
full year"™ (1.2.249-250):

Remember I have done thee worthy service;
Told thee no lies, made no mistakings, serv'd
Without grudge or grumblings: thou did promise
To bate me a full year
(1.2.247-250).
In response to Ariel's accusation, Prospero reminds him of
his imprisonment (1.2.278) by the "foul witch Sycorax"
(1.2.258); he threatens to return him to his former
incarceration,
If thou more murmur'st, I will rend an oak
And peg thee in his knotty entrails, till
Thou hast howl'd away twelve winters"
(1.2.294-296);
and he promises, "“after two days / I will discharge thee"
(1.2.299). Here, Prospero both threatens and promises to
keep his word. Through this combination of political and
moral virtue, Prospero keeps Ariel loyal. Ariel acknowledges
Prospero's nobility--"That's my noble master" (1.2.299),"Ay,
sir" (1.2.268), "I thank thee, master" (1.2.293), and
I will be correspondent to command,
And do my spiriting gently
(1.2.297-98).
Prospero's clemency and his fidelity to his word are coupled
with a political prudence, in such a world, where virtue is

at a discount.
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In sum, above I have proposed two points. First, in so
far as The Tempest may advance by a process of multiplying
perspectives, the audience seems prepared to observe a world
where it becomes increasingly evident, nobility is
questionable as an absolute moral concept. Second, to stem
the potential anarchy of a self-seeking nobility--Antonio and
Sebastian--and the drunken power seekers--Caliban, Stephano,
and Trinculo--Prospero combines clemency and prudence, two
princely virtues, in meting out justice to the usurpers. 1In
so doing, he seems to supply a standard of morality, possible
recognizable to the Jacobean audience. Prospero's "prudent
clemency," then, may raise questions about the adequacy of
two recent critical notions: Shakespeare's supposedly
"ambivalent" depiction of Prospero and his allegedly
"sympathetic" portrayal of Caliban.

Notes

1. Although the inter-relation of Time, Fortune, and Virtue
seems to vary in the Renaissance (Pitkin 140), their linkage
appears commonplace (Wittkower 316). Since classical times,
virtus was regularly regarded as a response to Fortune's
unpredictability. Dealing effectively and nobly with
whatever Fortune might send, Roman yirtus comprised a quality
of personality that commanded good fortune (Pocock 37). The
narrator of Boethius's Consolation of Philosophy, for
instance, complains that yirtus of active public service had
become fortuna's prey in political power struggles:

Nam cur tantas lubrica uersat

Fortuna uices?

[Why should slippery chance

Rule all things with such doubtful governance?]

(I:V).

Lady Philosophy, however, recommends a contemplative virtue
to combat the vicissitudes of fortune in the political arena
(III). This recommendation of virtue as a remedy agairst the
caprices of Fortune was transmitted by Petrarch's De remediis
utriusque fortune to the Renaissance humanists (Wittkhower
316) . [trans. Thomas Twyne (1579) Phisicke against Fortune, as
well prosperous, as adverse) As a central motif of
Renaissance humanism, yirtu wvince fortuna proposes that virtu
overcomes the power of Fortune to influence human affairs
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(Garin Italian Humapnism 61). For Machiavelli, wvirtu took on
a double meaning that at once exposed one to fortune and at
the same time controlled fortune. That is, virtu denoted the
instruments of power, such as arms, and the personal
qualities needed to weild those instruments (Pocock 162).

If Virtue was regarded as a response to Fortune, this
opposition between Fortune and Virtue, as expressed in
Renaissance emblems, seems uniformly won by Virtue. One
emblem illustrating Lady Fortune turning her wheel bears the
motto, Though Fortune prove true Virtues Foe, It cannot worke
her Overthrowe (Wither I:VI). The accompanying verse
suggests Virtue's superiority:

For, he that's Vertuous, whether high or low
His Fortune seemes (or whether foule or faire
His path he findes) or whether friend, or foe,
The World doth prove; regards it not a haire
(17-20).
In another emblem referring to the winds of variable Fortune
begins with the motto, "The more contrary Windes doe blow, /
The greater Vertues praise will grow" (Wither II:XXXV).
"Good_Fortune," declares the motto of another device, "will
with him abide, /That hath true Virtue, for his guide" (Wither
III:V). Surrounding this emblem's illustration is the Latin

proverb, VIRTUTE_DUCE_COMITE_FORTUNA_[Virtue leads; Fortune
followsl. In these emblems, Virtue seems a formidable
to F ; {abilit

2. This section concerning Virtue's link to Nobility is
heavily indebted to Skinner I1.236-241.

3. A comprehensive treatment of this issue appears in
Stone's The Crisis of the Aristocracy, especially 9.

4. See Skinner I, 59-60, 237-240.
5. See QED, sb., B.b.1l.

6. According to Skinner, these princely ideals were often
advocated in the mirror-for-princes literature (230). Bude
especially concentrates on these "virtues" in the three main
sections of his Education of the Christian Prince.
Wimpfeling, too, in his The Epitome of a Good Prince, lays
special emphasis on clemency and keeping one's word (Skinner
231).

7. 1In addition to Prospero's princely virtues, Prospero
exhibits traits possibly evoking Renaissance notions of
gentlemanly conduct. A number of nothern humanists,
according to Skinner (230), focised on a range of qualities
which they expected all "governors" and leading citizens to
cultivate. Elyot, for instance, in the second book of The
Governor, writes that when we investigate the concept of
gentlemanly conduct in governors, we find "three special
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qualities": affability, placability, and mercy (106-115).
8. Kott and Orgel emphasize this point.

9. Although this notion is identified principally with
Machiavelli, Aquinas, following Aristotle, posited the
concept yirtus intellectus or prudence. According to
Aquinas, prudence denotes the practical ratio which procedes
towards ends (Summa, vol. 23, la-2ae, quest, 57, 4).
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Chapter Five: The "roaring”"(1.2.2) and "abjuring"”(5.1.51)--
Jacobean attitudes to Statecraft.

Recent commentators have tended, in various ways, to
equate Prospero's "Art" with King James's supposed attitudes
toward royal power and magic. These commentaries divide into
two opposing camps: (1) those that identify Prospero's "Art"
with the monarch's supposed "absolutism”"; and, in contrast,
those that assume Prospero's "Art" would be politically
unacceptable to James, especially in view of James's
opposition to political meddling with magic (Demonologie).
That both sides are partly right, but that they are too
exclusive, in view of the complex nature of the play, may be
indicated by the following discussion of Renaissance
political notions about a monarch's "Art."

In this chapter, references to Prospero's "Art" suggest
a Renaissance notion of royal power: 1If "art" is a form of
magical "will," the monarch's "will," in times of emergency,
stands for law. This notion of royal power, shared by King
James, may be suggested in references to Prospero's "Art":

(1) Prospero's "so potent art" (5.1.50) and royal "will"; (2)
Prospero's "roar" (1.2.2 and 2.2.310) and royal wrath; (3)
Prospero's "Some vanity of mine Art"™ (4.1.41) and royal
potence; and (4) Prospero's "rough magic" (5.1.50) and the
king's mercy.

Prospero's "so potent art”" (5.1.50) and the royal "will"

Some spectators, as they watched Duke Prospero's use his
"Art" against the subverters in the dramatic action, may have
been reminded of Jacobean notions about royal power.

Although there is no necessary identification with King
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James, the dramatization of Prospero's "art" may have evoked,
for instance, the monarch's own "Speech to Parliament 1609"
(McIlwain HWorks 306-325). In this speech, King James
presents Parliament with his view of the royal will's
precedence to law. He asserts that "the first originall of
Kings . . . their wills at that time serued for Law"
(McIlwain Works 309). James's view seems to address two
political questions about royal power that seem relevent to
our understanding of Prospero's "Art." First, regarding
function, the monarch's "will" "served for Law"; and, second,
regarding time, the king's "will," according to James,
preceded the law.

Concerning the first point, that the monarch's "will"
could serve for the "Law”" has been traced by modern
historians back to the medieval conception guberpnaculum,
denoting a royal power not limited by law (see McIlwain 309
and Pocock 28). This special royal power, also known as the
gubernaculum, according to these historians, was considered
by the time of the Renaissance to be an "art," a professional
"mystery," an expertise in statecraft (Pocock 28).

Many of James's distinguished subjects, moreover, seem
to extend the purview of the monarch's "will" in terms of
this political sense of "art" as statecraft or guherpnaculum.
Speaking of the king's arcana imperii, Donne, for instance,
asserts that "it is impossible, that any Prince should
proceede in all causes & occurences, by a downright Execution
of his Lawes" (Pseudo-Matyr 47). Similarly, regarding King
James, Sir Robert Phelips, at his examination by a committee

of James's Privy Council, maintained that he "well knew that
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neither out nor in parliament was it fitt to jostle and
contend with his Majesty's undoubted & royal prerogative"
(Sharpe 16). This same notion is mentioned by Bacon when he
obliquely attributes to King James the imperial "Arts or
Policy" of Augustus (Sim. Ess. [Arb] 506). The Venetian
ambassador to England in 1607 went even further in this
regard: "The sovereign has now reached such a pitch of
formidable power that he can do what he likes, and there is
no one who would dare, either in Parliament or out of it,
except at the risk of ruin, I do not say to oppose him, but
even to make the smallest signs of running counter to his
will" (Sharpe 12-13). In terms of this first point, Prospero
"so potent art" may have evoked, in some respects, James's
notion of the royal "will."

Concerning the second point, just as Prospero seems to
employ his "so potent art" only at particular times during
the action, so too, according to King James, a monarch would
use the power of his "will" only "at that time" (McIlwain
Works 309). Regarding Prospero's circumspect use of his
"Art," many commentators have ascribed an "uneasy
cohabitation and sequence of Prospero's magical and ducal
powers"” (e.g., Rosador 2). The sequence of Prospero's
magical "art," however--from Prospero's opening storm to his
final abjuration--may have reminded the audience of James's
notion of the appropriate time for a monarch's display of
"will." Appropo the timely display of the monarch's "will,"
in this same Speech of 1609, King James's repudiates Common
Law encroachments upon his prerogative, especially taking

issue with the validity of their immemorial claims: "but for
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the use of the time (from breach whereof no man can be free)
which do not now agree with the condition of this our time”
(McIlwain Horks 312). By this James may have meant that his
"will" is more responsive than the Common Law to the the
contingencies of a particular time. The sequence of
Prospero's displays of power, then, may have recalled for the
Jacobean audience the monarch's notion of the appropriate
time to exercise his "art.”

To summarize, in The Tempest, that Prospero is the Duke
of Milan and the possessor of a magical "Art" may have
reminded the audience of James's views regarding the
monarch's will, in times of emergency, served for law. The
play, moreover, relates Prospero's "Art" and his "magic,"
e.g., "pluck my magic garment from me--So: / Lie there, my
Art" (1.2.23-24); see also 5.1.50 and Ep 14). 1In addition,
dramatic uses of Prospero's "Art" occur at critical moments
throughout the play. And, as successive theatrical displays
of royal power--the storm (1.1), the "lion's roar" (2.2), the
harpy's banquet (3.3), the betrothal masque (4.1), the
trumpery scene (4.1), and the abjuration (5.1)--move the
play's action toward one aim of his "project"--to regain his
dukedom.

Significantly, the first two of Prospero's crucial power
displays--the storm (1.1) and the lion's roar (2.2)--arise
not only from immediate dramatic requirements but also, in
employing his "Art" against his enemy, from his persistent
function as "potent master" (4.1.34). Particularly when good
and bad characters react to Prospero's "roar" in the play,

some of the Jacobean audience may have been reminded of
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James's notion of the royal "will" during an emergency time,
possibly recalling his famous use of Proverbs 20 as advice to
his son Prince Henry: "And so, where ye finde a notable
iniurie, spare not to giue course to the torrents of your
wrath. The wrath of a King, is like to the roaring of a
Lyon" (McIlwain 41).

Prospero's Roar

During the "storm time” of the opening scene the
characters' exchanges suggest political issues. Among such
political meanings is Prospero's "art" that raises the storm
to bring his political enemies "to this shore" (1.2.180).
Prospero's statecraft so places his enemies to regain his
dukedom. By the end of Act Four, Prospero will say, "At this
hour / Lies at my mercy all mine enemies”"” (4.1.262-63). The
opening scene thus displays the "potent" power of Prospero's
"art" to manipulate enemies of state in an emergency time.

In response to the storm's confusion, the crew acts in a
relatively efficient manner. That is, the Master calls,
"Boatswain!" (1.1.1); the Boatswain responds immediately,
"Here, master. What cheer?" (1.1.2); and the Master commands
Boatswain to "speak to the mariners!" (1.1.3). The Master
requires this dutiful response from his inferior in the face
of potential disaster for the whole ship, "or we run
ourselves aground” (1.1.4). The Master's word "ourselves"
here seems to emphasize a spirit of working together for the
good of all.

This camaraderie continues when the mariners enter the
scene. The Boatswain, in turn, reiterates the Master's

urgency, "Yare, yare!"™ (1.1.6) and his direction to command,
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"Take in the topsail!”" (1.1.6). These opening exchanges
aptly end first with the Boatswain's resonating affirmation
of the hierarchy: "Tend to th' Master's (which suggests a
range of possiblities--the Shipmaster, Prospero, Stagemaster,
King James] whistle!" (1.1.6-7); and, finally, with a
challenge to the storm itself--"Blow till thou burst thy
wind, if room enough!” (1.1.8). The play opens, then, with
the dramatic obedience of inferior to superior to overcome
the chaos of "storm time."

In contrast the crew's handling of the chaos within the
tempest, the usurpers' entrance brings the complication of a
political crisis. 1In particular, the Boatswain's and
Master's commands contrast with Alonzo's demanding question
("Where's the master?"” [1.1.9-10])) and Antonio's insistent
question ("Where is the master, bos'n? [1.1.12])). 1In the
contrast between the usurpers and the crew, the crew's
obedience of inferior to superior gives way to the usurpers'
insubodinate defiance. Unlike the Master, the usurpers
cannot find their subordinate, ironically, the
"[Ship]master.”" The usurpers' inversion of order includes
the boatswain's commanding a king--to Alonzo: "I pray now,
keep below"” (1.1.11)--and answering the usurping Duke's
question with another question--To Antonio: "Do you not hear
him? (1.1.13). The usurpers' entrance reflects the chaos of
the storm which evokes the power of Prospero's "art."

The ship's disarray seems to worsen with each exchange
between the boatswain and the usurpers, until, at the scene's
end, the storm forces them to abandon ship: "We split, we

split! . . . We split, we split, we split!" (1.1.61, 62).
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Battling the ferocity of the storm, the Boatswain repeatedly
tells the usurpers to "Keep your cabins" (1.1.11, 14, 17, 26)
and "Out of our way" (1.1.28).

Not only do the usurpers "assist the storm," but
counsel, in the person of Gonzalo ("an honest old
councillor"), seems ineffective and, in the end, useless.
First, Gonzalo inappropriately cousels the Boatswain to "be
patient”™ (1.2.15), while the Boatswain reasonably rejoins,
"When the sea is" (1.2.16). Second, Gonzalo admonishes the
Boatswain to "remember whom thou hast aboard”™ (1.1.20), which
seems especially ironic considering the traitors are aboard.
Third, Gonzalo takes comfort in proverbial lore--Tilley: "He
that is born to be hanged will never drown" (1.1.28-33, 46-
48, and 56-58)--rather than the Boatswain's "labor."
Gonzalo's incongruous and ironic speeches suggest that even
counsel is ineffective in the face of choas.

After counsel proves useless, the Boatswain's next
complaint--"Hence! What cares these roarers for the name of
king? To cabin! Silence! Trouble us not!™ (1.2.16-18)--
strikes at the very apex of the hierarchy: the king. That
these "roarers™ do not "care" for "the name of king, may
suggest overtones, among others, of the masterless men,
servants to nobody (Hill 39-55; Kermode 1.1.16,n.) and the
royal passengers who are identified as "howling" a few lines
later (1.1.36). Here also the Boatswain, like many other
characters to follow, miscontrues the situation; the roarers,
in fact, were commanded by Prospero. In any case, the
concept of kingship is questioned, especially considering the

most contentious phrase "the name of king." The possibility
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of a nominalist critique may be inherent in these words.
That is, to the boatswain the "name of king"” may suggest a
mere fiction to the audience. Namely, is a man a king only
in name?

This question looks foward to similar issues raised in
the play's action: Who is the king, Prospero or Antonio
(1.2.107-08), Alonzo or Ferdinand (1.2.437), Alonzo or
Sebastian (2.1.285-86), Caliban or Prospero (1.2.333-34) or
Prospero or Stephano (3.2.142-43)? Even further, the
boatswain's, "None that I more love than myself" (1.1.20)
serves as a counterpoise to the Master's "ourselves" in the
opening movement of the scene. Hence, from lowest to
highest, the Boatswain upturns all hierarchical modes of
command during this "mischance / of the hour" (1.1.25-26):
"command the elements to silence" (1.1.21), "work the peace
of the present” (1.1.22), and "use your authority" (1.1.23).

The scene's final movement contains a polyphony of
dissention, culminating in the characters' resignation to the
ship of state's wreck. Three times, Sebastian, Antonio, and
Gonzalo respond to the Boatswain. 1In particular, twice
Sebastian curses the boatswain--"A pox o' your throat"
(1.1.40) and "I'm out of patience”™ (1.1.54); twice Antonio
denigrates the boatswain for his cowardice--"We are less
afraid to be drowned than thou art”" (1.1.45) and "We are
merely cheated of our lives by drunkards" (1.1.55); and
Gonzalo reiterates his faith in proverbial wisdom--"I'1l1l
warrant him for drowning” (1.1.46). The boatswain each time
bemoans the ship's proximity to disaster: "Lay her ahold!"

(1.1.50) and "What, must our mouths be cold?" (1.1.52). The
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final exchange among the three characters signals the scene's
dencument: Antonio and Sebastian are resigned to shipwreck,
decorously taking their leave of the king (1.1.62 and 63),
while Gonzalo resigns himself to "the wills above" (1.1.66).
Prospero's "art," the "will above" (a possible stage
direction), has driven the usurpers to abandon ship.

Another instance of the "roar" of Prospero's "Art"
during an emergency time occurs with Antonio's, "sure, it was
the roar / Of a whole herd of lions" (2.2.310-11). On
Prospero's orders, Ariel wakes Alonzo and Gonzalo before
Antonio and Sebastian can murder them. The speech serves as
part of Antonio's ready answer to Alonzo and Gonzalo's alarm
at not only the noise that woke them but also the ominous
figure of Antonio and Sebastian, swords drawn, ready to
strike. That "the roar / Of a whole herd of lions"™ signals
danger is vividly evident to Alonzo and Gonzalo, to Antonio
and Sebastian, and to the audience.

Two possible echoes of this particular "roar" at once
identifies the villains with the devil and indicates the
great power of the monarch. First, the Psalms' "as it were a
ramping and a roaring lion" (xxii:12-13) taken with its
Geneva gloss--"He meaneth, that his enemies were so fat,
proude and cruel, that they were rather beasts than men"--
associate Antonio and Sebastian with "beasts." Another
biblical "roar" indicates a more sinister allusion than that
of being a beast: "the devil, as a roaring lione"” (1 Peter
5:8 [Geneva]). On one level, then, the "roar" Antonio hears
suggests that Antonio and Sebastian are like beasts or

devils.
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Another sense of "roar" (mentioned above) emerges as
relevant to the context. That is, the "roar" of Prospero's
"art" (statecraft) alters the villains' stance from offensive
to defensive. Here Prospero's "roar" may be from Proverbs:
"The feare of the King is like the roaring of a lyon"™ (20:2)
and The King's wrath j1s like the roaring of a lyon" (19:12).
As in the opening storm scene, the "roar" of Prospero's "art"
manipulates the usurpers.

Elsewhere Shakespeare employs the image of the lion to
represent royal power: Warwick and Montague / That in their
chains fetter'd the kingly lion" (3 Henry VI, 5.7.10-11);
"What, is my Richard both in shape and mind / Transform'd,
and weaken'd . . . and wilt thou, pupil-like / Take thy
correction mildly . . . Which art a lion, and a king of
beasts? (Richard II, 5.1.25-34); and "The King himself is to
be feared as the lion" 1 Henry IV, 3.3.142), 1In all the
above cases, the "lion symbolizes the monarch. Also in
emblem inscriptions, the correlation between king and lion
appears, as in Sese Terrore Tutetur:

C'est mon regard tout plein de terreur redoutable

Qui fait mon ememil se retirer de moy,

Mais quand se rapprochant il nee, met en esmoy

L'ordrecuidance alos par mon ire i'accable
(Emblemata col. 372);

and Lowe und Fuchs au der Hand eines Fursten:

Le Lyon est de cueur et de stature,

Fort et puissant, noble, uaillant et preux
(Emblemata col, 392) .

The "roar" in this context may also have evoked for some
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levels of the audience King James's advice to Prince Henry:
"when ye finde a notable iniuries, spare not to give course
to the torrents of your wrath. The wrath of the King, is
like to the roaring of a Lyon" (McIlwain 41). Later in the
play, this "roar" echoed in the drunken characters' reaction
to punishment: Prospero's, "I will plague them with roaring"
(4.1.193), and Ariel's "Hark, they roar!™ (4.1.261).

Even recollections of the opening tempest are described
in extreme terms. First, Ariel's reprise recounts the havoc
he effected in scene one in terms of Jove's (king of the
gods) power:

The fire and cracks
Of sulfurous roaring the most mighty Neptune
Seem to beseige, and make his bold waves tremble
(1.2.204-06) .
Second, just before the abjuration of his "Art," Prospero
recalls his power to effect the storm in the opening scene:
called forth the mutinous winds,
And 'twixt the green seas and the azured vault
Set roaring war to the (Jove).
(5.1.42-44).
At the end of the play, the Boatswain echoes the opening with
his description of his "awaking" to what seemed to him an
emergency:
strange and several noises
Of roaring, shrieking, howling, jingling chains,
And moe diversity of sounds, all horrible
(5.1.233-39).

Each of these instances of the word "roar" affirms the power
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of Prospero's "Art" to control the seas, to respond to an
emergency, and to create an emergency for the antagonists.

In sum, Prospero's "Art" manipulates major characters during

the emergency time.

Prospero's "Some vanity of mine art" (4:1:41)

"o dieux de terre et de poussiere”

(Bousset, Qeuvres oratoires)

"These Things are but Toyes"
(Bacon, "Of Masques and Triumphs")

The dramatic "roar" of Prospero's "so potent art™"
(5.1.68) in storm-time may suggest, among other things,
Jacobean notions of the monarch's emergency powers.
Subsequently, Prospero's masque sequence (3.3.14-4.1.266)
also appears to display his princely power and, at times,
emphasize its evanescence. If the storm-time seems to
dramatize Jacobean ideas about royal power, each movement of
this masque sequence--the Banquet (3.3.19-52), the Harpy
(3.3.53-83), the Betrothal (4.1.1-162), and the Trumpery
(4.1.164)~-may also have evoked Jacobean notions of princely
power.

As the masque sequence opens, Prospero, "on top
(invisible)" (s.d.), presents the subverters Antonio and
Sebastian, their collaborator King Alonzo, and the councillor
Gonzalo with a show of "several strange Shapes, bringing in a
banquet" (3.3.18, s.d.). If Prospero's superior stage
position could bring to mind a royal position at a masque
performances, then it may be that the audience would think of

Prospero's "masque" as a display of royal power similar to
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those sponsored by the Jacobean Court. That Prospero’'s
"banquet" evokes the actual royal masques may be suggested by
the "Solemn and strange music" and the "dance" of the
"shapes"; indeed, music and dance were widely employed
throughout the performance of a royal masque (Nicoll, Gordon,
Orgel, Fletcher).

The usurper's and Gonzalo's reactions to this "strange
music" and "dance" of the "strange Shapes,"™ may also
indicate that Prospero's masque dramatizes a display of royal
power. In response to the "music," King Alonzo incredulously
asks, "What harmony is this?" (3.3.18) and Gonzalo echoes
Alonzo's admiring sentiment, "Marvellous sweet music!"
(3.3.19). In contrast to Alonzo and Gonzalo's awe at the
spectacle, the villains' credulously respond to what
Sebastian terms "A living drollery" (3.3.21): Sebastian, "I
will believe" (3.3.21); and Antonio,

I'1ll believe both
And what does else want credit, come to me
And I'll be sworn 'tis true
(3.3.24-26).
This "excellent dumb discourse” (3.3.39) seemingly has the
power to elicit wonder and belief, even in the villains,

This dual response suggests that Prospero's "banquet”
includes the moral power to "unmask"™ the diverse moral
characters of the respondents. If, for example, in the
Renaissance the phoenix commemorated the legal fiction of the
monarchy's continuity (Kantorowicz 409), then Sebastian's
mention of "the phoenix' throne" (3.3.23), seems ironic.

That is, like the phoenix, "from his father's 1lit funebre he
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[{the prince] soars to his own lit de justice"™ (Kantorowicz
414) . Ironically, Sebastian's reference to the phoenix may
recall the previous scene where he conspires with Antonio to
kill Alonzo for the throne. To underline this unmasking of
the villains, Gonzalo contrasts "our human generation™ with
the "more gentle”™ "monstrous" Shapes' (3.3.31).
Corroborating Gonzalo's assessment, Prospero, in an aside,
seems to direct this indictment at the villains:
Honest 1lord,
Thou hast said well; for some of you there present
Are worse than devils
(3.3.34-36).

Whereas the Shapes have the power to "vanish strangely"”
(3.3.40), the usurpers' fraud seems all too apparent.

This "Solemn and strange music" contrasts sharply with
the "Thunder and lightning” (s.d.) that announce the ominous
appearance of Ariel, "like a harpy" (s.d.). With this
ability of the magus prince "to instrument this lower world /
And what is in't" (3.3.33-35), Prospero responds to the
regicidal attempts of the "three men of sin" (3.3.53).
Recalling the chaos of the opening "tempest," Ariel also
summons the "loud winds" and the "still-closing waters"”
(3.3.63, 64), much like Machiavelli's gonoscitori delle cause
naturali (Disc, I.11-12). This awful power contrasts with
the subverters' "bemocked-at stabs" (3.3.63), revealing them
as "'mongst men / Being most unfit to live" (3.3.57-58),
"with suchlike valor" (3.3.59), fit for the fate of traitors
to "hang and drown" (3.3.59) (Tilley).

This contrast between Prospero's "high charms” (3.3.88)
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and the usurpers' "lingering perdition" (3.3.77), moreover,
seems to carry a moral force. Ariel's denunciation of the
usurpers, "that you three / From Milan did supplant good
Prospero"” (3.3.69-70), recalls his speech's opening, "You are
three me of sin" (3.3.53). Their "sin" has disturbed their
"peace" during the choas of the opening storm, has "bereft"
(3.3.76) Alonzo of his son, and, "shall step by step attend /
You and your ways," "Ling'ring"” (3.3.77) like the harpy Ariel
enacts (3.3.78-79). Only through "heart's sorrow” (3.3.81)
may the villains escape the "wraths" (3.3.79) to arrive at "a
clear life ensuing” (3.3.82). The moral force of Prospero's
power seems not only to identify and punish "men of sin" but
also to offer them the opportunity to regain their "peace."
Just as Ariel opened the sequence summoning "the Thunder and
lightning, " so the "wrath" of "destiny” "vanishes in thunder”
(s.d.), recalling the thunder of the king's roar during
storm-time. Indeed, as Propero concludes the sequence:

They now are in my pow'r;

And in these fits I leave them
(3.3.90-91).

In contrast to this awesome display of Prospero's
"invulnerability," the "vanishing™ in the Betrothal scene
also appears to emphasize the transience of Prospero's power.
Although Prospero again gives Ariel "pow'r" (4.1.38) to raise
yet another spectacle, the following points in the play,
among others, seem to question the force of this "pow'r."
First, in a departure from the previous staging, when
Prospero seems invulnerable "on the top (invisible)" (s.d.),

at the start of the betrothal masque, he views the spectacle
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in person, vulnerable alongside Ferdinand and Miranda.
Second, in contrast to the "invulnerability" of Ariel's
"fellow ministers" (3.3.65-66) in the previous movement, here
Prospero instructs Ariel to "Go bring the rabble" to
"perform"” "such another trick" (4.1.36-37). Third,
Prospero's mention of "eyes, "--"Bestow upon the eyes of this
young couple”" (4.1.40) and "All eyes" (4.1.59)--and
disappearence suggest Renaissance ideas about the transience
of sight (Fletcher 10): "Some vanity of mine art" (4.1.41)
and "the baseless fabric of this vision™ (4.1.151). Finally,
even in Ferdinand's apparent excitement over the betrothal
masque--"a most majestic vision, and / Harmoniously
charmingly”™ (4.1.118-19)~--the courtly connotations of
"charmingly” contrast with the regal suggestion of "high
charms” (3.3.88).

In the same way that hints of Prospero's transient power
seem to emerge throughout the masque, the masque scene is
introduced with an exchange between Prospero and Ferdinand
that suggests the transcience of Prospero's power. If
Ceres's "richness" (4.1.8) correlates with Prospero's "so
potent art” (5.1.68); "austerity" may suggest transience. On
the one hand, Prospero's "my rich gift [Mirandal]" (4.1.8),
"she will outstrip all praise" (4:1:10), *"bring a corollary"
(4.1.57) Ferdinand's "fair issue" (4.1.24), Ariel's "potent
master” (4.1.34) contrasts with Miranda's "virgin knot"
(4.1.15), Prospero's "no sweet aspersion" (4.1.18), "barren
hate” (4.1.19), "too much rein" (4.1.52), Prospero's "be more
abstemious” (4.1.53), and "want of spirit” (4.1.58). The

density of oppositions in this opening exchange (4.1.1-59)
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between sexual abundance and austerity may correlate with the
the motif of Prospero's transient "pow'r" introduced in the
Banquet and Harpy scenes.

Additionally, the depiction of the gods in the Betrothal
masque contains an oppositional motif. 1Iris's greeting does
portray the power of Ceres as "most bounteous” (4.1.60) and
Juno as "Queen o' th' sky" (4.1.10) and "sovereign grace"
(4.1.72); nevertheless, her "rich leas" (4.1.61) seem set
against images of pastoral restraint--the "pioned and twilled
brims™ (4.1.64), "the cold nymphs chaste crowns" (4.1.66),
"the dismissed bachelor loves / Being lasslorn" (4.1.67-8),
"thy pole-clipt vineyards" (4.1.68), and "the sea-marge,
sterile and rocky-hard" (4.1.69). By the end of her speech,
Ceres's epitath echos the bounty of the opening: “Approach,
rich Ceres, her to entertain® (4.1.795).

This oppositional motif seems further emphasized in the
ensuing exchange between Iris and Ceres. This additional
diacotomy between the Ceres's "bounty" and her "clip't"”
landscape seems to modulate into an opposition between Juno's
"rich scarf" (4.1.82) and the "scandaled company" (4.1.90) of
Venus and Cupid. Unlike the "the cold nymphs chaste crowns"
(4.1.66) of Ceres' pastoral landscape, Venus and Cupid are
associated with "Mar's hot minion" (4.1.97) and, ironically,
"some wanton charm" (4.1.95) recalls Prospero's "high charms"
(3.3.88).

In contrast to the above-mentioned dualities--the
transience of Prospero's "pow'r"; Ceres's "bounty" and her
"clipt" landscape; Juno's "rich scarf"” and Venus and Cupid's

"wanton charms”"--the exchange between Ceres and Juno,
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especially their duet, seems a celebration of the harvest
revel's "bounty." Juno opens the celebration by saluting "my
bounteous sister”" (4.1.103) so that Ferdinand and Miranda
"may prosperous be / And honored in their issue™ (4.1.104-
05). Here, the word "prosperous" seems to pun on "Prospero,"
possibly suggesting the identification between Prospero's "so
potent Art" and Ceres's "bounty.”"” Appropriately, the duet
seems to celebrate the betrothal with images of abundance:
Juno: Honor, riches, marriage blessing,
Long continuance, and increasing,
Hourly joys be still upon you!
(4.1.106-08) ;

(Ceres]: Earth's increase, foison plenty,
Barns and garners never empty,
Vines and clust'ring bunches growing,
Plants with goodly burden bowing
(4.1.110-13).
This catalog of abundance ends, however, with the contrary
mention of season's change. Although "Spring come to you at
the farthest” (4.1.115), still "harvest" has an "end"
(4.1.116) and, though "shunned," there exists the possibility
of "scarcity and want" (4.1.116). Even this sustained paen
to nuptial abundance, then, seems to hint at the impermanence
of "bounty," recalling suggestions of Prospero's transient
power.
The Betrothal masque concludes with this same tension
between abundance and "scarcity" with which it opened.

Iris's first summons of the "Naiades" (4.1.128)--from
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richness of the "winding brooks"™ (4.1.128), the "sedged
crowns” (4.1.129), and the "green land” (4.1.130)--contrasts
with her more sober, second summons "Come, temperate nymphs

be not too late" (4.1.132, 133). Similarly, Iris's third
summons, "You sunburned sicklemen" (4.1.134), seems
reluctant--"of August weary™ (4.1.134). Eventhough Iris
requests the nymphs to "be merry. / Make holiday" (4.1.135-
36), "encounter everyone / In country footing"” (4.1.137-38)
and "certain Reapers . . . join with the Nymphs in a graceful
dance" (s.d.); the masque is finally interrupted when
Prospero "starts suddenly” (s.d.) to a "confused noise"
(s.d.). Unlike the "vanishings" of the banquet and the Harpy
scenes, at the end of the Betrothal scene, the nymphs and
Reapers "heavily vanish" (s.d.).

Commentators have noted that this interruption of the
masque seems "abrupt," especially since "the motivation is
apparently inadequate" (Kermode 1lxxv). Indeed, the stage
directions have Prospero "start suddenly"”; in addition, he
orders the spirits, in a string of commands, to "Avoid! No
more! (4.1.143). 1f, however, the oppositional motif of
"bounty" and ""scarcity" that runs through the Betrothal
masque suggests the transience of Prospero's "pow'r"; the
"abrupt" end of the masque may indicate the transience of
Prospero's power. In addition, that the spirits "heavily
vanish" may relate to the images of transience contained in
the famous Revels speech.

Although commentaries have usefully cited Renaissance
parallels to the Revels speech, it may be helpful to indicate

more specifically the function of this speech in the play.
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The imminent approach of the "beast Caliban" (4.1.140) seems
to contrast with the "heavily" vanishing Betrothal masque.
This ephemeral masque-vision thus dissolves in face of
Caliban's brutal threat.

Accordingly, Prospero characterizes the "revels"
(4.1.148) in emphemeral terms: a) for the Betrothal masque,
the actors are "all spirits, and / Melted into air, into thin
air"” (4.1.149-150) and the masque's scenery is "like a
baseless fabric of this vision”" (4.1.151); b) for "all which
it inherit" (4.1.154), succeeding generations, "like this
insubstantial pageant faded, / Leave not a rack behind”
(4.1.154-56); and c¢) for the humankind in general, "We are
such stuff / As dreams are made on, and our little life / Is
rounded with a sleep” (4.1.156-58). On the one hand, despite
this apparent emphasis on the transience of the masque,
Prospero seems to shield Ferdinand and Miranda from the brute
reality of Caliban. He requests that they "be not disturb'd"
(4.1.160) and "retire into my cell, / And there to repose"
(4.1.161-62) .

On the other hand, although he explains away his anger
as my weakness, my old brain is troubled . . .with my
infirmity" (4.1.159-60) and although Ferdinand and Miranda,
in unison, wish him "peace” (4.1.163); upon their "exeunt"
(s.d.), Prospero immediately summons Ariel--"Come with a
thought” (4.1.164)--to turn Caliban away. Here it seems that
Prospero is attentive to the dangers of disillusion and peril
simultaneously (Maravall 202). Bacon's depiction of the
masque--"These things [masques] are but toys to come amongst

such serious observations" ("Of Masques and Triumphs")--seems
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particularly appropriate here. That is, along with
Prospero's power, his "bounty," seems to exist the suggestion
of such power's transience.

If the Betrothal masque, along with the Banquet and the
Harpy scene, may be viewed as dramatized displays of royal
power and transience, in contrast, the Trumpery scene
displays the fraudulent power of the monster Caliban and the
fools, Trinculo and Stephano, in the presence of Prospero's
"so potent Art." Comparisons between the Trumpery scene and
the two scenes that precede it may usefully depict the
difference between Prospero's rule and Caliban's misrule.

Comparing the Banquet and Harpy scenes to the Trumpery
scene suggests that, regarding power, the difference between
a villain and a knave may be merely one of degree. Both seem
to plan uses of power: immediately prior to the Banquet
scene, Antonio agrees to make another attempt at killing
Alonzo at the "next advantage"” (3.3.12); in the same way,
Caliban's "foul conspiracy” to kill Prospero, according to
Ariel, is "always bending / Towards their project® (4.1.174-
75). Just as the villains' "bemock'd at stabs”™ (3.3.63),
however, seem futile against Prospero's "high charms"
(3.3.88); so the monster and the two knaves impotently "smote
the air" and "beat the ground” (4.1.172, 173), "red-hot with
drinking"” (4.1.171).

Not only are the villains and the fools impotent in the
face of Prospero's power, ironically, they also seem to share
a similar prediliction for congupiscentia carnis (see Cullen
xxix). During the Banquet scene, the apparent emphasis upon

the villains' grosser, bodily senses--"viands," "stomachs,"
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"taste, and "feed" (3.3.41, 42, 49)--seems to be mirrored in
the Trumpery scene by the seven body parts mentioned by Ariel
(two of them twice) in the space of nine lines: faces, feet,
ears, eyelids, noses, ears again, shins, chins, and feet
again (4.1.173-184). Ariel also associates the "beast"
Caliban with animals: "unbacked colts"” (4.1.176), "calflike”
(4.1.179), and "apes / With foreheads villainous low"
(4.1.248-49).

These suggestions of beastiality may have moral
overtones. While the villains are "worse than devils"
(3.3.36), Caliban is "A devil, a born devil” (4.1.188). Thus
knavery and wickedness seem exposed by and powerless against
the displays of Prospero's power, the Banquet and Harpy
scenes.

In a similar manner, if, in the Betrothal masque,
Prospero's power seems abundant and transient; in the
Trumpery scene the fools' false claims to power seem
transparent. Whereas royal appellations seem stately in the
Betrothal masque (4:.)--"queen of the sky" (4.1.70),
"sovereign grace" (4.1.71), "n'er did disobey” (4.1.77), and
"Highest queen of state" (4.1.101)--those in the Trumpery
scene seem ludicrous. That is, for one, Trinculo's nose is
in "great indignation" (4.1.200) at the "smell of horse piss"
(4.3.199). Similarly, Stephano admonishes Caliban about the
"disgrace and dishonour" (4.1.209) of losing "our bottles in
the pool” (4.1.208). 1In another instance, Trinculo‘'s regal
appellations--"0 King Stephano! O peer! O worthy Stephano"
(4.1.221-22) seem deflated not only by their comical allusion

to the song "King Stephen” (see Langbaum n. 222) but also by
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their joy at finding, as Prospero terms it, the "trumpery”
(4.1.186). In short, if the Betrothal masque appears a
"vanity," the Trumpery scene suggests a fraud.

What seems the most telling indicator of the
conspirator's fraud may be their gross underestimation of
Prospero's "so potent Art": “"your fairy, which you say is a
harmless fairy, has done little better than played the Jack
with us™ (4.1.196-98); and "Yet this is your harmless fairy,
monster” (4.1.211-12). Trinculo's low estimation of
Prospero's power seems to complement Caliban's mistaken
notion that they would be able to "hoodwink this mischance"
(4.1.206): “speak softly" (4.1.206), "be quiet" (4.1.215),
and "no noise" (4.1.216). Caliban's covert conspiracy
contrasts sharply with the their "roar" of pain let loose as
they are being hunted. Just as Prospero promised that he
would "plague them all / Even to roaring” (4.1.192-93), so
Ariel affirms that Prospero kept his promise: "Hark, they
roar!”™ (4.1.261). This "roaring" appears to echo the
previous "roar" of the storm and lions--both possible images
for Prospero's power and the usurpers' wickedness.

Each of the scenes is a display of power with an
underlying motif of transience of that power, but in the end
they are all in Prospero's power.

Prospero's double "mercy" (4.1.263; 5.1.)

Other political interpretations, especially in the last
decade, have tended to identify Prospero's abjuration of his
"Art" with the dimunition of his political power. These
views maintain that Prospero's renunciation reflects (1)

Christian attitudes towards statecraft; (2) the opposing
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arguments about the disputed bounds of James's prerogative

(1610); and (3) James's notion about the incompatibility of
magic and monarchy.1 These political interpretations,

however, do not consider other relevances that may further
clarify why Prospero abjures his "Art." That is, like the
Storm (1.1), the Banquet (3.3), the Masque (4.1), and the
Trumpery scene (4.1), the Abjuration scene (5.1), the play's
final dramatized display of power, seems to recall Jacobean
notions about the king's discretionary powers.

At this Jjuncture in the play (5.1), Shakespeare
dramatizes the final efficacy of kingly power. This grand
display opens appropriately with what seems a catalog of
Prospero's successes thus far: "my project gathers to a
head”" (5.1.1), "my charms crack not" (5.1.2), and "my spirits
obey" (5.1.2). Ariel echoes Prospero: the conspirators
"cannot budge till your release " (5.1.11) since this "charm
so strongly works 'em" (5.1.17). Thus these speeches appear
to rehearse the capacity of Prospero's "so potent art."

Similarly, Prospero's power is further emphasized in his
valedictory speech to the spirits (5.1.33-50):

I have bedimmed
The noontide sun, called forth the mutinous winds,
And 'twixt the green sea and azured vault
Set roaring war
5.1.41-44).
This "roar" (5:1:44) recalls other instances of Prospero's
"so potent Art"™ (5.1.50)--the "roar" of the opening storm

(1.1), the lion's roar (2.1.311.), and the "roaring"”
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(4.1.261) of Caliban and his fellow conspirators. 1In all of
these instances, Prospero's "art" leaves the conspirators at
his "mercy":
At this hour
Lies at my mercy all mine enemies
(4.1.262-63).

The sense of "at my mercy"--to be wholly in his power
(QED, sb. 5.c.)--includes the possibility not only of
clemency but also punishment. Within this context of a
ruler's discretion, Prospero's enemies, now "at my mercy"
(4.1.263), are liable for their treachery. This sense of
"mercy" recalls other displays of Prospero's discretion--from
the violence of the opening storm (1.1), the punishment of
Ferdinand (2.1), the distraction of the villains (3.3), to
the torturing of Caliban and his fellow conspirators (4.1).
Especially in Act Five, though, Prospero's punitive "mercy"
seems to respond to Alonzo's admitted "most cruel" (5.1.71)
usage of Prospero and Miranda. 1In addition, since Sebastian
is a "furtherer in the act" (5.1.73), Prospero retaliates--
"Thou art pinched for't now" (5.1.74). Thus Prospero's
"mercy” in its sense of the monarch's discretionary powers,
included liability to danger or harm to him.

Prospero's discretion contains the power not only to

2

punish but also to pardon. While, as Tyndale asserts, the

king "is ordained to take vengeaunce and hath a sword in his
hand" (McIlwain, Constitutiopalism 160); "Reprehensible
subjects, " Seneca asserts, "must be spared precisely like

ineffective limbs, and if ever blood is to be let the hand
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must be prevented from cutting deeper than necessary” ("On
Clemency” 143). At this turning point in the play, the royal
"rough magic," a punitive corrective, seems to have termini e
confini (Ammirato ([1594]).

When Prospero abjures his magic (5.1) and "pardons"
(5.1.249) the subverters, the audience may have been reminded
of the bounds of royal discretion. In contrast to the
absolute royal will, Bracton's jurisdictio and Fortescue's
politicum bound the king's discretion (McIlwain,
Constitutionalism 106). Renaissance political thinkers
feared the "gretyst destructyon on to thys reame" to be "that
al thingys perteynyng to the state of our reame to hange only
upon theyr (Kings'] wyl and fantasye" (McIlwain 106). Hence,
a balance was sought between this royal discretion and the
law. As the Venetian ambassador expressed in 1603, "The King
of England exercises two powers . . .the one royal and
absolute, the other ordinary and legal" (McIlwain 123). The
ordinary power, in particular, served "for the profit of
particular subjects, for the execution of civil justice, and
the determining of meum" (McIlwain 124). 1In his Speech to
the Star Chamber (1616), King James himself assured his
subjects that "in his 'private prerogative' he was always
willing to submit to the judgment of the courts" (McIlwain
125).

This notion of "mercy" or royal restraint may be
illuminated by Miranda's and Ariel's empathetic responses to
the suffering caused by Prospero. Just as Miranda's empathy
for those in the foundering ship--"I have suffered / With

those that I saw suffer” (1.2.5-6)--apparently prompts
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Prospero to "pluck my magic garment from me" (1.2.24); so too
Ariel's humane depiction of the conspirators--"were I human"
(5.1.20) --seems to move Prospero to "my charms I'll break”
(5.1.31). Ariel's "feeling” (5.1.21), as Prospero puts it,
thus appears to remind Prospero that he is "One of their
kind™ (5.1.23) and should be "kindlier moved than" (5.1.294)
Ariel.

If Prospero responds "humanely, " his response seems
limited to the good Gonzalo and the repentant Alonzo.
Although Prospero bids all, the good and villanous characters
alike, "a hearty welcome" (5.1.111), nonetheless he embraces
only Gonzalo and Alonzo (5:1:109 and 121). Only for Gonzalo
and Alonzo does he dramatize clementia: "none of the other
virtues is more becoming to a human, none being more humane"
{Seneca 141).

* * *

To summarize briefly, while I understand that the play
is not a political treatise, within the play words like "Art"
seem to carry a special sense that may have added a political
dimension for the Renaissance viewer. In light of Jacobean
notions about the political sense of the word "Art,"
Prospero's "Art" may elicit from politcally sensitive segment
of the audience the spectrum of statecraft--from the "roar"
of the extraordinary course of ad hoc decision making
confined to a single emergency (gubernaculum) to the
"abjuration"” of such emergency powers during more normal
political times (Jjurisdictio). Furthermore, this pattern of
political meaning emerging in the speeches and action may

modify the recent critical notion that the "abjuration"
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speech diminishes Prospero's "so potent Art."

Notes

1. According to the first view, Prospero's abjuration of his
"Art" "entails not an unequivocal heightening of authority
but a partial diminution" (Greenblatt 154). Such political
readings of the repudiation speech find reasons for this so-
called "dimunition" of Prospero's "Art" in traditional
political notions regarding the "tension between
[Machiavellian] statecraft and Christian principles” (Rupp
316) . That is, according to one critic, the "coercive" power
of Prospero's "Art" opposes the Christian attributes of the
good king, such as Mercy, so it must be abjured (Rupp 309).

The second view maintains that the abjuration evokes
possible topical allusions to Jacobean political
controversies. In particular, one critic asserts that
Prospero's decision to "surrender his magic, an action that
curbs his power," may reflect the controversy between King
James and Parliament concerning the king's prerogative
(Hamilton 54). Hence, according to this critic, “"the play
legitimizes the king's position while at the same time
exerting pressure on it by legitimizing the position of the
opposition” (54). 1In this case, a particular Jacobean
political controversy--e.g., the dispute between James and
Parliament over impositions (Stuart Tractsg)--may be reflected
in Prospero's abjuration of his "so potent art." Like
James's opposition, these commentators, among others (e.g.,
Patterson 161), are inclined to diminish the possible scope
of Prospero's "Art."

The third interpretation indicates that Prospero's
renunciation reflects James's ambivalence toward magic. One
such interpretation posits that James's interest in and
rejection of the occult arts, especially in his Demonoleogie,
illuminates Prospero's abjuration of magic--"magic and
monarchy do not go together" (Rosador 12). In more sweeping
terms, this critic maintains that, "theoretically, there is
no way for a sixteenth or seventeenth-century ruler to
achieve what Prospero attempts to do, namely to appropriate
both charismas" (12), that of magus and monarch.

In summary, these three views maintain that Prospero's
"so potent art" seems [diminished by the fact] of his
abjuration, which, in turn, may reflect Christian notions of
kingship, contemporary debates about James's prerogative, or
the supposed incompatability of magic and monarchy.

2. Although torture was illegal in England at the time of
the play, it had been allowed "by custom as inflicted by
prerogative, but not by law" (McIlwain, Constitutionalism
119).
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Chapter Six: By Providence divine" (1.ii.159): Prospero's
"Art" and Providence.

Yet since election did resigne to birth,

True worth to Chance, brave industry to blood

Nature to art, and force command the earth
(Greville, Ireatise, 1.35.1-3)

In Chapter Five, I have attempted to show that
Prospero's magical "Art" may comprise a political sense. 1If,
as noted in the previous chapter, Prospero's "Art" suggests
the monarch's ad hoc emergency powers, such Art's capacity
also produced "wonder" (e.g.1.2.430) and "amazement”
(e.g.1.2.14). 1If so, Prospero's "Art" may have reminded a

Jacobean audience of King James's claim to a mysterious and
quasi-divine authority.1 This potential link between Duke

Prospero and magical or divine powers emerges through the
play (e.g., 1.1.62; 1.2.390; 3.2.139). Prospero's abjuration
of his "Art" (5.1.50-51) seems, in a sense, to emphasize,
ultimately, his human limitations. This chapter proposes
that The Tempest evokes, among other things, an affirmation

of James's conception of monarchy--kings are "mortall
Goddes . "2

That The Tempest (1611) evokes a link between the
monarch and the divine powers would have interested some
members of the Jacobean audience. 1In, for example,
Greville's "A Treatise of Monarchy” (begun circa 1599) kings

are termed "mortall Goddes" (1.1.3). The king, in Chapman's

Memorable Masque (1613), is "from Heaven an earthly deity."3

King James himself, in Basilicon Doron, advises his son

Prince Henry that kings are divine, "little gods.” 1In a
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speech to Parliament (1609), delivered at the time of The
Tempest, James reiterates his earlier statement:
Kings are not onely Gods Lieutenants vpon
earth, and sit vpon Gods throne, but euen
by God himselfe they are called Gods
(McIlwain 307).
These examples, among others, suggest that the play's
audience may have been familiar with James's notion that the
prince was linked to the divine.

Tied up with James's own attitudes and concerns, in The
Tempest we find images connecting Duke Prospero to heavenly
powers. While I do not mean to suggest that Prospero
represents King James, the two share certain attitudes toward
divine kingship. Among such attitudes, the Jacobean audience
may have recognized in Prospero's display of transcendent

"Art" James's notion of his quasi-divine powers. Like the

workings of a mysteriously hidden divine power4, King James

spoke of his "mystery of state" or his arcanum 1mngxiis. To

the Jacobean audience--the aristocratic Blackfriars audience
and the audience of the 1613 wedding of Princess Elizabeth

and Elector Palatine--Prospero's magical "Art," then, may
have shared some aspects of James's potestas gx;zagxdinazia.s

One example of Prospero's connection with the
supernatural powers appears in the opening stage "tempest," a
display of Prospero's "Art." Unaware of Prospero's part in
raising the storm, some people on the ship seek help from the
powers above. "All lost, to prayers," the mariners cry out,

"to prayers! all lost!"™ (1.2.51). Gonzalo, too, recommends
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they pray: "The King and Prince are at prayers, let's assist
them” (1.1.53). While the subverter Antonio scoffs, "We are
merely cheated of our lives by drunkards" (1.1.55), the scene
closes with Gonzalo's cry, "the wills above be done”
(1.1.66). Even though neither the passengers nor the
audience at this point know of Prospero's part in raising the
storm, Gonzalo's "wills above" seems a possible link between

Prospero and the supernatural powers.7

Prospero's veiled "Art," like the king's arcane powers,
enables him, with the assistance of his "brave spirit™ Ariel
(1.2.206), to amaze and perturb other characters. When
Prospero, for example, asks Ariel,

Hast thou, spirit,
Perform'd to point the tempest that I bade thee?
(1.2.193-94),
Ariel's response details how, disguised as a flame during the
storm, he "amazed" the passengers:
I boarded the king's ship; now on the beak,
Now in the waist, the deck, in every cabin,
I flam'd amazement: sometime I'd divide,
And burn in many places; on the topmast,
The yards and boresprit, would I flame distinctly,
Then meet and join.
(1.2.195-201).
Emphasizing Prospero's godlike power, Ariel compares his own
omnipresent "flame"--"I flame distinctly” (1.2.200)~--to Roman

deities Jove and Neptune:
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Jove's lightnings, the precursors

O' th' dreadful thunder-claps, more momentary

And sight-outrunning were not: the fire and cracks

Of sulphurous roaring the most mighty Neptune

Seem to beseige, and make his bold wave tremble,

Yea, his dread trident shake

{(1.2.201-206) .
Ariel's awesome display of supernatural power causes the
passengers to react in amazement:
Not a soul

But felt a fever of the mad, and play'd

Some tricks of deperation. All but mariners

Plung'd in the foaming brine, and quit the vessel,

Then all afire with me: the King's son, Ferdinand,

With hair up-standing,--then like reeds, not hair--

Was the first man that leap'd; cried, "Hell is empty,

And all the devils are here

(1.2.208-214).

Fever, madness, and desperation comprise the passengers'’
terrified reaction to Ariel's dreadful exhibition of
Prospero's arcanum. This godlike capacity to cause wonder in
other characters recurs through the play.

This pattern--the invisible Prospero's supernatural
power "amazes”™ other characters--again emerges after
Prospero's second spectacle, the Banquet/Harpy scene (3.3).
As is the case for the storm scene, Prospero and Ariel are
"(invisible)" (3.1.18, s.d.) conjure a spectacle to amaze

Alonzo, Gonzalo, Antonio, and Sebastian. Further, Ariel
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accomplishes a virtuoso triple vanishing. First, the
"strange Shapes”"™ "vanish'd stangely” (3.3.39); second, "the
banquet vanishes" (3.3.52, s.d.); third, the Harpy "vanishes
in thunder" (3.3.82, s.d.). Just as the ship's passengers
react "deperately"” (1.1.27) to the opening storm, so Alonzo,
Antonio, and Sebastian, according to Gonzalo, "All three of
them are deperate”™ (3.3.104). 1In a speech that recalls how
Ariel "flam'd amazement"” (1.2.197) aboard the foundering
ship, Prospero asserts:
My high charms work,
And these mine enemies are all knit up
In their distractions: they are now in my power;
And in these fits I leave them
(3.3.88-91).
As in the opening storm scene, Gonzalo and Sebastian portray
Prospero's display of his "Art" in terms of supernatural
powers. Gonzalo asks Alonzo,
I' th' name of something heoly, sir, why stand you
In this strange stare?
(3.3.93-94).
Similarly, Sebastian, evoking his own villainy, declares,
But one fiend at a time,
I'1l fight their legions o'er
(3.3.103).
Finally, Prospero's "powers" (3.3.73) take on connotations of
divine retribution: the usurpers are "three men of sin"
(3.3.53) guilty of "Ling'ring perdition" (3.3.77).
This pattern emerges again when Prospero, through his

extraordinary "Art," "amazes" the drunk, potential assassins,
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Caliban, Stephano, and Trinculo. Again "invisible"
(4.1.185), Ariel reports to Prospero about the powerlessness
of his enemies. Ariel's report that the drunkards, Caliban,
Stephano, and Trinculo are "So full of valour" (4.1.172)
that they smote the air
For breathing in their faces; beat the ground
For kissing of their feet
(4.1.172-174)
recalls his previous depiction of the subverters Alonzo,
Antonio, and Sebastian, men of such-like valour" (3.3.59),
who
may as well
Wound the loud winds, or with bemock'd-at stabs
Kill the still-closing waters, as diminish
One dowle that's in my plume
(3.3.62-65) .
While Prospero distracts the aristocratic usurpers with an
elaborate series of appearences and vanishings, he instructs
Ariel to decoy the drunken conspirators with worthless
clothing,
The trumpery in my house, go bring it hither,
For stale to catch these thieves
(4.1.186-187).
Prospero's tactic works. As emphasized by their repeated
exclamations, the drunkards are distracted by the "frippery":
Irin. O King Stephano! O peer! O worthy Stephano!
look what a wardrobe here is for thee!
(4.1.221-222)

and
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Trin. O, ho, monster! we know what belongs to a
frippery. O King Stephano!
(4.1.225-226) .
Like the overtones of divine retribution in Ariel's "three
men of sin”" speech (3.3.), Prospero's "Spirits" (4.1.254,
s.d.) punish the drunkards:
Go charge my goblins that they grind their joints
With dry convulsions; shorten up their sinews
With aged crampls; and more pinch-spotted make them
Than pard or cat o' mountain
(4.1.258-261) .
With Caliban, Trinculo, and Stephano punished--"hunted
soundly" (4.1.262)--now does Prospero's
project gather to a head:
My charms crack not; my spirits obey
(5.1.1-2).
Prospero's supernatural power, then, "distracts" his enemies:
The King,

His brother, and yours, abide all three distracted

Your charm so strongly
works 'em
(5.1.11-12;17-18),
and amazes his friend Gonzalo:
All torment, trouble, wonder and amazement
Inhabits here: some heavenly power guide us
Out of this fearful country!
(5.1.104-106) .

Through the play, then, Prospero's link with the divine is
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emphasized by his invisibile "Art." That Prospero's "Art"
produces "wonder" and "amazement” may have reminded the
Jacobean audience of King James's claim to a quasi-divine
authority.

Prospero and Providence

He is a god, o're kings; yet stoupes he then
Neerest a man, when he doth gouerne men
(Jonson, Qberon [1611] 344-45)

If Prospero's capacity to cause "wonder" makes him more
closely resemble a godlike ruler, his "Art" also seems to
provide him with a privileged perspective. That is, while
characters are amazed at the wonders produced by Prospero's
"Art," their wonderment is repeatedly viewed from Prospero's
providential perspective. Conversely, from the their limited
earthly perspective, characters view Prospero's guidance as
"wondrous."™ When Gonzalo, "an honest old Councillor," for
example, describes his "meanders" about the isle as "here's a
maze trod, indeed" (3.3.2), he is obviously ignorant of
Prospero's "high charms" (3.3.88).

Two examples of such opposing perspectives recur between
Prospero and Miranda. At the beginning of the play, a
function of Prospero's exposition (1.2.15-185) is to allay
Miranda's concern for the fate of the "poor souls" who were
shiprecked: "Be collected: / No more amazement" (1.2.13).
Similarly, at the end of the play, Prospero undercuts
Miranda's awe. When, upon seeing the aristocrats for the
first time, Miranda exclaims, "O brave new world, / That has
such people in't," Prospero adjusts her view with, "T'is new

to thee" (5.1.183-84). Here, Miranda's wonder is,
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ironically, demystified by Prospero's transcendent
perspective. Sharing Prospero's vantage point, the audience
also questions Miranda's seemingly naive evaluation of the
"noble"” entourage--"0 brave new world"--which includes
potential assassins. In the two examples cited, then,
Miranda's "wonder" is demystified (according to Prospero,
Miranda "Art ignorant" [1.2.18])) by Prospero's privileged
perspective. Thus, it seems appropriate that Miranda's own
name may suggest "wonder."

Miranda's limited perspective, noted by Prospero (and the
audience), seems to recur in speeches of other characters,
suggesting their similarly limited perspectives. To cite a
few examples, when Ferdinand, love-struck, sees Miranda, he
exclaims, "O you wonder” (1.2.430). To this, Miranda, whose
very name implies admiration, ironically,asserts that she is
"No wonder, sir / But certainly a maid"™ (1.2.430-1).
Similarly, as Gonzalo awakens from Prospero's spell, he
confusedly exclaims, "All torment, trouble, wonder and
amazement / Inhabits here" (5.1.104-5), emphasizing for the
audience his limited perspective. That Caliban, after
drinking "liquor," dubs the drunken Stephano, "Thou wondrous
man®" (2.2.164), suggests a parody of the above opposing
perspectives. That is, Sebastian's liquor, like Prospero's
"Art," limits Caliban's earth-bound ("thou earth, thou"
[1.2.314)) perspective. From their limited perspective,
then, these characters show "amazement"” and "wonder" at
displays of Prospero's "Art."

From their limited perspectives, the "amazed" characters

repeatedly refer their "strange" experiences on the island
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(as determined by Prospero). Miranda, for example,
attributes her "Heaviness" (her sleepiness) to "The
strangeness of your [Prospero's] story" (1.2.308-309).
Similarly, observing Gonzalo and Alonzo falling asleep,
Sebastian remarks, "What a gstrange drowsiness possesses
them!" (2.1.194). Further, Gonzalo is awakened by a
"humming, / And that a strange one too, which did awake me"
(2.1.312-13). The somnambulant effects of Prospero's "Art,"
then, is accounted "strange" by Miranda, Gonzalo and Alonzo.
Elsewhere the effects of Prospero's "project" are
perceived as "strange." Francisco observes that the Banquet
"vanish'd strangely" (3.3.40); Gonzalo asks Alonzo, "why
stand you / In this strange stare?”" (3.3.94-95); Ferdinand
comments about Prospero's "vexation," "This is strange"
(4.1.143). Alonzo also describes the effects of Prospero's
"Art" as "strange." According to Alonzo, Prospero has told a
"strange story”™ (5.1.117); the revelations of Act Five, for
Alonzo, move from "strange to stranger" (5.1.22%-230); again,
Alonzo describes his movements about the island "as strange a
maze as ever men trod" (5.1.242); Caliban is "a strange thing
as e'er I look'd on" (5.1.289)--elsewhere Caliban is a
"strange fish!" (2.2.27), a "strange beast" (2.2.31), and a
"strapnge bedfellow” (2.2.31)--finally, in the play's
penultimate speech, Alonzo says to Prospero,
I long
To hear the story of your life, which must
Take the ear strangely
(5.1.311-313).

While these recurrances of the word "strange" may indicate
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the characters' wonder and astonishment ("all three
distracted” [5.1.12]) at the effects of Prospero's "Art,"
their use of the word "strange" may also suggest their
limited perspective. Even Prospero's perspective seems
limited when he describes how he himself is directed by the
divine powers. Prospero, in Act One, declares that he
arrived upon the island "by accident most strange" (1.2.178);
similarly, in Act Five, he repeats this sentiment,
know for certain

That I am Prospero, and that very duke

Which was thrust forth of Milan; who most strangely

Upon this shore, where you were wrack'd, was landed,

To be the lord on 't

(5.1.158-162) .

When, however, Prospero knows and directs the sequence
of events on the island, his perspective seems privileged.
This perferred perspective, moreover, may have reminded one
level of the contemporary audience of a particular
Renaissance notion of Providence, nun¢ semper stans
(Augustine, Confessions xi; Boethius, Consol., III.vii,
IV.vi, V.iii-iv; Dante, Paradiso, XVII 18). As a way of
conceptualizing foreknowledge, the nunc semper stans [now
ever standing still] imagined a standpoint in eternity from
which God saw every moment in time as simultaneously created
and present (Pocock 39). While I do not mean to allegorize
Prospero as Providence, it is possible that parallels between
Prospero's perspective and the perspective of the pgunc semper
stans are not speciously drawn. On the island, for example,

Prospero, from his providential perspective, sees to all
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circumstantial things. 1In some respects, moreover, the world
of the island is directed by Prospero's "Art" just as the
historical world "is visible in simplicity, unity, and
perfection and is directed by God's will and intelligence
(which are one)" (Pocock 39).

Applied to The Tempest, the perspective of the nunc
semper stans also seems to underlay Gonzalo's expressions of
"amazement." As Calvin asserts, "order, reason, end, and
necessity lie hidden in God's purpose and are not apprehended
in human opinion" (Inst. I, xvi, 8-10; Bouwsma 168). That
is, reacting to the course of events on the island, Gonzalo
implores "some heavenly power guide us / Out of this fearful
country!” (5.1.105). Significantly, Prospero immediately
announces himself: "Behold, sir King, / The wronged Duke of
Milan, Prospero” (5.1.106-7). This one exchange emphasizes a
possible connection between Prospero's perspective and the
perspective of Providence.

Elsewhere in the play, Prospero also evokes aspects of
Providence. When Ferdinand, for instance, assures his father
that Miranda is, in fact, "mortal," we recall Miranda's
similar claim (1.2.430) and Prospero's similar remark
(5.1.184). Here, Ferdinand attributes his betrothal to
Miranda as the work of "immortal providence," a possible
reference to God or Prospero, considering Prospero has
manipulated events.

It seems likely, then, that Prospero's "Art," which
creates "wonder" and ‘'amazement" in other characters, affords
him a privileged perspective that some members of the

audience might have connected with the providential
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perspective of the pnunc semper stans. King James himself was
fond of reminding his subjects that kings "exercise a manner
or resemblence of Divine power upon earth” (Mcllwain 39).
Similarly, Prospero possesses not only "arts" unknown to them
but also knowledge about them they do not know themselves.
This arcane "Art" seems dramatically represented in the
difference between his and other characters' perspectives.
Like Montaigne's God of "incomprehensible power" (2.216),
Prospero perturbs his enemies and awes his friends. Just as
Providence may be defined as that unseen perfection of the

divine vision in which God sees to all circumstantial
thingse; so Prospero's "invisible" presence provides him with

a privileged perspective from which he directs the succession
of the play's events. Indeed, Ariel's "Solemn music,"™ an
audible representation of Prospero's "so potent Art" (5.1.7?),

acts on characters' wills, psychologically channeling their
force in a desired direction.d 1f Prospero's privileged

perspective directs the characters upon the island, Ariel's
music, another aspect of Prospero's providential "Art,"
guides and protects Prospero's friends. When, at the play's
end, Gonzalo calls for "some heavenly power" to "guide us"”
(5.1.106), he unwittingly articulates a function of
Prospero's "Art." That is, just as Prospero guides and cares
for Miranda, so "providence," as Raleigh states in his
History of the World, forseeth and careth" (Sect.X1lV).
Prospero's "care" for Miranda, Ferdinand, and Gonzalo,
moreover, may have reminded the Jacobean audience of James's

notions about the role of divine Providence in his
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kingship.lo King James himself, in TIrew Law of Free

Monarchies (pub. anon.1603), maintained that
the proper office of a King towards his
Subiects, agrees vefy wel with the office
of the head towards the body, and all
members thereof: For from the head, being
the seate of Iudgement, proceedeth the care
and foresight of guiding, and preuenting
all euill that may come to the body or any
part thereof
(McIlwain 64).
Furthermore, upon James's triumphal entry into London (1604),
a speech was read to him at the Arch of the Dutch community
reminding him that he enjoyed his throne by Divine
Providence:
God therefore . . . holds the Raynes of thy
Kingdome in his owne hand: It is hee,
whose beames, lend a light to thine
(Parry 10).

In the above references, then, a monarch seems executor

divinae Providentiae [executor of divine Providence].ll 1In

The Tempest, too, Prospero, through the agency of Ariel's
music, guides and protects characters. Instances of the
guiding power of Ariel's music seem to emerge through the
play. In Act One, Ariel, "invisible," leads Ferdinand toward
Prospero by "playing and singing” (1.2.376, s.d.). 1In Act
Two, "[invisible]) Ariel puts Gonzalo and Alonzo to sleep,

"playing solemn music"” (2.1.179, s.d.). Again in Act Two, to
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prevent Sebastian and Antonio from assassinating Alon:zo,
Ariel enters "[invisible], with music and song” (2.1.291,
s.d.). In Act Three, Ariel, again invisible, prompts
Stephano, Trinculo, and Caliban to follow him by playing a
"tune upon a tabor and pipe” (3.2.122, s.d.). Also in Act
Three, Prospero himself "on the top (invisible)" watches
Ariel and "several strange Shapes" perform the Banquet scene
to "Solemn and strange music” (3.3.17, s.d.). 1In Act Four,
after Prospero instructs Ariel, "Thy shape invisible retain
thou still . . .to catch these thieves [Stephano, Trinculo,
and Caliban]" (4.1.185, 187), Prospero and Ariel, invisible
(4.1.193, s.d.), view the drunkards beguiled by the trumpery
and then produce a "noise of hunters" (4.1.253, s.d.).
Finally, in Act Five, with "Solemn music" Prospero observes
the "charm'd" (5.1.57, s.d.) courtiers being led into a
circle by Ariel. As the above references show, Ariel's
"solemn" music, like divine Providence, guides the anguished

mortals.12

Further evidence of Ariel's music as an audible
expression of Prospero's providential "Art" emerges through
the play. Indeed, Ariel's "solemn" music seems to exercise
an Orphic control over the passions and the mind of the
courtiers on the island. Ferdinand, in particular, notes the
persuasive power of Ariel's providential music. Following
Ariel, who is "playing and singing" (1.2.376, s.d.),
Ferdinand wonders:

Where should this music be? i' th'air or the 'arth?

It sounds no more: and, sure, it waits upon
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Some god o' th' island

This music crept by me upon the waters,
Allaying both their fury and my passion
With its sweet air: thence I have follow'd it,
Or it hath drawn me rather
(1.2.390-392, 395-398).
Linking Ariel's music to "Some god o' th' island"™ (1.2.392),
the effect of Ariel's music upon Ferdinand seems
providential. That is, Ferdinand states that he had been
guided by the "sounds®: "I have follow'd it" (1.2.397) or "it
hath drawn me" (1.2.398). 1In addition, Ferdinand remarks
that Ariel's "sweet air" allayed the storm's "fury" and his
"passion.” Through the guidance of Ariel's music, then,
Prospero honored Miranda's earlier request that Prospero save
those aboard the foundering ship:
If by your Art, my dearest father, you have
Put the wild waters in this roar, allay them
(1.2.1-2).
Ariel's "sound," then, which Ferdinand hears "now above me"
(1.2.410), may have providential overtones.

Just as Ariel's "sweet air" guides and protects
Ferdinand, so it saves Gonzalo and King Alonzo from Antonio
and Sebastian's assassination attempt. Like Hamlet's
"special providence in the fall of a sparrow" (5.2.205-206),
Ariel's

. master through his Art forsees the danger
That you, his friend, are in; and sends me forth

(2.1.292-293).
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So Ariel "Sings in Gonzalo's ear”™ (2.1.294, s.d.):
If of life you keep a care,
Shake off slumber, and beware
(2.1.298-299) .
To the end of this scene, characters' speeches contain
numerous references to safety. The subverters, on the one
hand, ironically claim they "stood here securing your repose"”
(2.1.305) as they had promised before the royal entourage
fell asleep:
We two, my lord,
Will guard your person while you take your rest,
And watch your safety
(2.1.191-193).
In fact, not long after this promice is made, they attempt to
assassinate Gonzalo and Alonzo. Gonzalo, on the other hand,
advises Alonzo, "'Tis best we stand upon our guard"
(2.1.316), and prays that the "Heavens keep him [the lost
Ferdinand] from these beasts!" (2.1.319). Similarly, Ariel
ends the scene with a reference to safety: "So, King, go
safely on to seek thy son" (2.1.322). Ariel's concern for
the safety of Alonzo and Gonzalo recalls Prospero's care for
Miranda:
I have done nothing but in care of thee,
Of thee, my dear one; thee, my daughter
(1.2.16-17) .
Ariel’'s music, then, analogous to a providential influence,
guides and cares for Ferdinand, Gonzalo, and Miranda. This

"Comparaison de l'art de musique, avec la providence de
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Dieu”13, then, emerges through the play.

"I embrace thy body”™ (5.1.110): Prospero's "Art" and the

"Meum et tuum”

Transcendency of either side unknowne

Princes with men usinge noe other artes

But by good dealing, to obtaine good hearts
(Greville, Treatise, 1.2.4-6)

A royal demigod, Prospero in the first scene thunders
against the usurpers. "Thys hath byn thought . . . to
perteyne to the maiesty of a prince," complains Reginald Pole
(1535?) about Henry VIII, "to moderate and rule al thyng

accordiyng to hys wyl and plesure; wych ys . . . the greatyst
destructyon to thys reame."14 Invisible, ruling the waves

from afar like the force of divine retribution, Prospero,
with his "so potent Art," checks the aristocratic usurpers
and punishes the drunken conspirators. Neglecting "the king-
becoming graces" (Macbeth 4.3.91), Prospero leaves "these
mine enemies all knit up, / In their distractions" (3.3.89-
90). Being not among those "that have the power to hurt and
will do none" (Sonnet 94), Prospero sets the hounds on his
ememies: "Fury, Fury! there, Tyrant, there! hark! hark!"
(4.1.257). Even Ariel "fears" warning Prospero against
Caliban's conspiracy:

I thought to have told thee of it; but I fear'd

Lest I might anger thee

(4.1.168-169) .

Like Lear, who allows no room "betwixt" his "sentence and"
his "power"™ (1.1.170), the invisible Prospero checks and

punishes without consultation.
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Through the first four acts, then, the godlike Prospero
"roars" against his enemies, like "the roaring" of royal
Jacobean lion with a terrible and quasi-divine authority
(McIlwain 39). Even to his kin, Prospero maintains the
distance of a providential perspective, sharing his
intelligence prudentially. For example, to allay Miranda's
compassion for those aboard the foundering ship, Prospero
states that "'Tis time / I should inform thee farther"
(1.2.23-24). At this point in the play, Prospero temporarily
relaxes his emergency power--

Lend thy hand,
And pluck my magic garment from me.--So:
Lie there, my Art
(1.2.22-24) .
Echoing this temporary relinquishing of his magic, in Act
Five a pivotal moment occurs on stage. Prompted by Ariel's
compassionate plea for the "prisoners"--"if you now beheld
them, your affections / Would become tender" (5.1.17-18)--
Prospero, "kindlier mov'd" (5.1.24), instructs Ariel:
Go release them, Ariel:
My charms I'll break, their senses I'll restore,
And they shall be themsleves
(5.1.30-32).
From this moment on, Prospero "forgives™ his enemies and
discloses his knowledge of events. 1In addition, just as he
puts down his magical mantle to allay her fears (1.2.24,
s.d.), so, now, Prospero abjures his "Art"--"this rough magic
/ I here abjure" (5.1.50).

Indeed Act Five seems to present a pattern of embraces
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and disclosures. Prospero first embraces King Alonzo:
I embrace thy body:;
And to thee and thy company I bid
A hearty welcome
(5.1.109-111) .
Next, Prospero embraces his "noble friend” Gonzalo,
Let me embrace thine age, whose honour cannot
Be measur'd or confin'd
{5.1.120-122) .,
Then, in response to Alonzo's, "Give us particulars of thy
preservation” (5.1.135), Prospero discloses, discretely, the
circumstances that led to their meeting: to Alonzo,
know for certain
That I am Prospero, and that very duke
Which was thrust forth of Milan; who most strangely
Upon this shore, where you were wrack'd, was landed,
To be the lord on 't. No more yet of this;
For 'tis a chronicle of day by day,
Not a relation for a breakfast, nor
Befitting this first meeting
{5.1.158-165),
again to Alonzo,
at pick'd leisure
Which shall be shortly single, 1'll resolve you,
Which to you shall seem probable, of every
These happen'd accidents
(5.1.247-250),
and finally to Alonzo,

For this one night; which part of it, I'll waste
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With such discourse as, I not doubt, shall make it

Go quick away: the story of my life,

And the particular accidents gone by

Since I came to this isle

(5.1.302-306) .

The play moves, then, from Prospero's exercise of a god-like
power in the first four acts to his abjuration of his "Art"
in the final act.

If his "Art" represents his ducal emergency powers,
Prospero's exercise and abjuration of his "Art"” may have
reminded the Jacobean audience of one of James's notions
about kingship. This double power of the king--Greville's
"mortall god"--was widely discussed near the time of the
play's compostion. "The King's power is double,” concludes

Baron Fleming giving judgment for King James in the Bates

case (1606), "ordinary and absglnLe."ls King James himself

asserts his double power just two years before The Tempest's
performance. In his Speech before Parliament, 1609, King
James distinguishes between a "King in divinity" and a king
in a "settled and established state of this Crowne, and
Kingdome" (McIlwain, Horks, 308). In the same speech James
again distinguishes between, on the one hand, "Kings in their
originall power might doe in Indiuiduo wvago":; on ther other
hand, kings "gouerning in a settled State" (McIlwain, Horks
309). Finally, in this speech, although James argued that it
is "sedition to dispute with what he may do in the height of
his power,"” he will "make the reason appeare of all my

doings, and rule according to my Lawes" (McIlwain, Works,
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310) . Duke Prospero's "Art" and King James's "height of my
power, ™ then, may share similar aspects of monarchical power.
Finally, the contrast between Prospero at the height of
his powers and Prospero's meditation upon his own mortality-
-"when every third thought shall be of my grave" (5.1.311)--
may have evoked James's ultimate depiction of his double
monarchy. Again in his 1609 speech before Parliament, James
declares, "Vos DiJj estis, . . .But ye shall die like men"
(McIlwain, HWorks, 309). This sentiment Ben Jonson also
states in A Panegyrie on the Happie Entrance of James
.1603:
She [Themis] tells him first, that Kings
Are here on earth the most conpspicuous things:
That they, by Heaven, are placed upon his throne
To rule like Heaven; and have no more, their owne.

As they are men, then men.16

Aptly, we may recall now Seneca compared the ruler to the
pilot of a ship:
Duas personas habet gubernator--Two
persons are combined in the pilot: one he shares
with all his fellow passengers, for he also is a
passenger; the other is peculiar to him, for he is
the pilot. A storm harms him as a passenger, but
it harms him not as a pilot
(Epistolae, LXXXV, 35).
This twin conception of kingship, then, seems to be shared by
both James and Prospero. Especially, in the "Epilogue,"

Shakespeare seems to emphasize this distinction between man
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and his profession when Prospero says:
Now my charms are all o'erthrown,
And what strength I have's my own,
Which is most faint
("Epi” 1-3).

To summarize, this pattern--the exercise and abjuration
of Prospero's "Art"--seems to reflect one of the Jacobean
audience's recognizable attitudes toward the monarch's quasi-
divine power. While this paper does not argue that Prospero
represents James, the two share certain attitudes toward
divine kingship. Among these shared attitudes is the notion
that Duke Prospero, to quell insurrection, exercises certain
temporary emergency powers. At this time, Prospero's magical
"Art"--like James's "mystery of state"--most closely
resembles the inscrutible power of God. After the emergency
subsides, however, the Duke now, in a sense, has completed
the action of his emergency power. Appropriately, Duke
Prospero abjures his "Art," comes face ot face with his
subjects. Finally, as a dramatization of the prince's
tabooed power, Prospero's "Art"™ brings his enemies into "the
circle" he has made (5.1.57, s.d.), despite their real
individual differences.

Notes
1. See Pocock 39.

2. Precedents for the divine right of kings may be traced in
the topos that the King is God. Medieval rulers, for
instance, claimed to be viceregents of the Deity (Kantorovicz
115-116) . Frederick II, for example, in the Prologue of his
Liber augustalis asserts that after the Fall princes were
created by necessity as well as by divine Providence. These
rulers were given the task,

being arbiters of life and death for their peoples,

to establish what each man's fortune, lot, and state



151

shall be, as though they acted in a certain way as
the executors of the divine Providence
(Cervone 4).
The king as executor divinae Providentiae [executor of the
divine Providence], according to Kantorowicz, seems borrowed
from Seneca's De clemepntia. According to Seneca, the Emperor
Nero could have said:
Have I not been chosen to act on earth as vicar
of the gods? I am the arbiter of 1ife and death
for the peoples. What each man's lot and state
shall be is laid into my hands. And what Fortune
would bestow on any mortal, she makes known through
my mouth
(1.1.2) .
While, as Kantorowicz maintains, Nero was not considered in
medieval lore a model ruler, the link between the king and
the divine seems conventional.

3. Chapman's Memorable Masque was written for the Middle
Temple and Lincoln's Inn as their contribution to the
festivities that celebrated the wedding of King James's
daughter Elizabeth to the Elector Palatine in February 1613
(Gordon 194). The Tempest too was performed during these
festivities.

4, An insightful discussion of the "hidden god” motif in
Lear may be found in Elton, especially, 59-62.

5. Speech in the Star Chamber, 1616 (McIlwain 333).

6. Alberici Gentilis J.C. Professoris Regii, Regales
Disputationes Tres: id est, De potestate Regis absoluta,
Londini, 1605, 10-11.

7. Gonzalo's stoic acceptance of the "wills above" may
suggest an embedded stage direction for Prospero. 1 have
seen productions where the audience views Prospero watching
the storm scene, from above. Indeed, Prospero through the
play is invisible and on top.

8. This section regarding the providential perspective is
heavily indebted to Pocock 39 and Zagzebski 36-65. The
knowledge of the eternal being is explained by Boethius as
follows:
Since, then, all judgment comprehends those things
presented to it according to its own nature, and
since the state of God is ever that of eternal presence,
His knowledge transcends all temporal change and abides
in the immediacy of his presence. It embraces the
infinite sweep of past and future, and views all things
in the immediacy of its knowing as though they are
happening in the present. If you wish to consider,
then, the foreknowledge of the future, but as the
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knowledge of a never changing present. For this reason
divine knowledge 1is better called providence or "looking
forth" than prevision or "seeing beforehand, " for it is
far removed from matters below and looks forth at all
things as though froma lofty peak above them (V, vi).
In the Summa Theologiae Aquinas expresses the way in which
God knows using a well-known metaphor already suggested by
Boethius:
Things reduced to act in time are known by us
successively in time, but by God are known in eternity,
which is above time. Whence to us they cannot be
certain, since we knowfuture contingent things only as
contingent futures; but they are certain to God alone,
whose understanding is in eternity above time; just as
he who goes along the road does not see those who come
after him, although he who see the whole road from such
a height sees at once all travelling by the way (Ia, Q.
14, A. 13, reply obj. 3).

9. Maravel's index, "wonder."

10. As Calvin asserts in Institutes, princes are
"viceregents of God [and] in themselves exhibit a kind of
image of the Divine Providence" (II:655).

11. See Kantorovicz's index, "ruler."

12. See Sternfeld, "Shakespeare and Music, 166 in Muir, 3
New Companion.

13. Pierre Viret's Familiere . . .instruction en la doctrine
chresgstienne ()Geneva?), 1559): 424,

14. England in the Reign of Henry the Eighth (Early English
Text Society) 100-101.

15. Howell's State Trials, II, 389.

16. In Poems, ed. B.H. Newdigate (Oxford, 1936), 275ff, esp.
2717.
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Chapter Seven: Jacobean Context and Shakespearean Text.

"Caliban has all the discontents, and malice

of a witch, and of a devil, besides a

convenient proportions of the deadly

sins; gluttony, sloth, and lust, are

manifest; the dejectedness of a slave

is likewise given him, and the ignorance of

one bred up in a desert island. His

person is monstrous, and he is the product of

unnatural lust; and his language is as

hobgoblin as his person; in all things

he is distinguished from other mortals"
(John Dryden 1679).

.there mayst thou brain him,

Having first seiz'd his books
(3.2.86-87)

In order to answer the question with which this study
started-- "What is the validity of recent colonialist-
imperialist criticism of The Tempest?"--I have had to
consider the play in relation to its Renaissance political
context. As a way of providing a contemporary context, I
have emphasized for examination certain terms in the play--
among others, tempest, fortune, virtue, art, and providence.
A brief recapitulation may serve to bring to mind the
relevance of the parts to the aim of the whole study. First,
I shall present a critique of recently influential colonial-

1

imperialist interpretations of the play. Against this

background, I shall summarize Jacobean political contexts
presented in this study possibly relevant to the play.
Recent interpretations of The Tempest tend to identify

it as a play dealing with exploitation by imperialist powers
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of colonialist subjects.2 These critical readings not only

question Prospero's moral dominance in the play, they also
elevate Caliban, a previous resident of the island, to a
status competing politically with Prospero. Such recent
critical attitudes leaning towards Caliban instead of
Prospero tend to be anachronistic, sentimental, and
politically motivated. Examples of such readings include the

following:

Pro-Calibap

* "Caliban, not Prospero, is the rightful spirit of the

play's center" (Patterson 155).

* "Caliban's curses are the most powerful condemnation

of Prospero's way of life" (Hirst 19).

* "Caliban's ugliness is in the eye of the beholder"

(Hirst 19).

* "Caliban loves music, has learned good English,
speaks good poetry, and knows something about the laws of

inheritance" (Patterson 159).

* "Shakespeare "lives amid Caliban's international
struggle for what Hegel called a universal mutual
'recognition,' and for what Marx anticipated would be the

opening--at last--of an authentic, collective, and
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emancipated human existence. To this 'the past is prologue'"

(Erlich 65).

* “And yet out of the midst of this attitude [that
Caliban is the darkest European fantasy of the Wild Man]
Caliban wins a momentary victory that is, quite simply, an
assertion of inconsolable human pain and bitterness"

(Greenblatt 26).

From such quotations as the above, recent critics have
attempted to install Caliban as the hero of the play.
Examples of interpretations questioning Prospero's moral

dominance include:

Anti-Prospero

* "Prospero's chief magical device is to harrow other

characters with anxiety" (Taylor 350).

* "prospero, and Shakespeare himself, are not masters

of all they command"” (Patterson 159).

* "prospero is the colonizer whose refused offer of

civilization forces him to strict discipline” (Brown 59).

* "Prospero is self-installed as a ruler and acquires,
through Caliban's enslavement, the means of supplying the
food and labour on which he and Miranda are completely

dependent" (Barker 200).
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* "Though he treats Caliban as less than human,
Prospero finally expresses, in a famously enigmatic phrase--
"This thing of darkness / I acknowledge mine"--a sense of
connection with his servant monster" (Greenblatt Negotiations
167) .

* "We see Prospero as the usurper of the island
in terms that recall the attitude of the patronizing
colonizers exploiting the natural resources of his new-found

conquest" (Hirst 18).

A result of such extreme attitudes does invert a
critically apparent position of Prospero and Caliban in Ihe
Tempest. Interpreting the play's text, however, a scholarly
view does not support such critical notions. Indeed, such
controversial innovations as making Caliban the play's hero
rest on, among others, two questionable assumptions: (1)
Caliban's supposedly legitimate claim to the island is
usurped by an allegedly imperialist Prospero; and (2) this
purportedly irascible Prospero treats Caliban, a thwarted
rapist, with undue harshness. 1In the following discussion of
these points, I hope to show that they are supported by
little evidence in the play, they suggest anachronistic
twentieth-century notions unfamiliar to a Jacobean audience,

and they would have baffled James and his courtiers.
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Caliban's So-Called Counterclaim

"Caliban's claim to the legitimate possession
of the island (1.2.331) is never really
answered by Prospero”

(Greenblatt Negotiations 157).

Caliban: This island's mine, by Sycorax my mother,
Which thou tak'st from me. . .
(1.2.332-333).

The context is that of Prospero's summoning of Caliban
to "Fetch us in fuel” (1.2.368). Caliban's speech is in
reply to Prospero's threat ("thou shalt have cramps”
f1.2.327])) if Caliban had refused to appear before him. The
threat therefore recalls Prospero's warning to his other
servant, Ariel, ("If thou more murmur'st . . ." [1.2.294]) in
the previous scene. The relation between Prospero's
threatening command ("Come, thou tortoise! when? [1.2.317))
and Caliban's defiant response ("I must eat my dinner™
f1.2.333)) is thus vividly present to Prospero, Caliban, and
the audience.

Recent interpretations of this exchange have tended to
support Caliban's dubious claim to the island--"This island's
mine, by Sycorax my mother, / Which thou tak'st from me"
(1.2.333-334). Examples of this view include the following:

* "Caliban knows something about the laws of
inheritance” (Patterson 155);
* "When Caliban states [his claim] . . . we see

Prospero as usurper of the island” (Hirst 18);
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* "The "island is rightly his . . . and Prospero

is an invader and a usurper™ (Orgel Cannibals

54) .
Also in favor of Caliban's supposedly legitimate claim is the
editor of the recent Oxford Tempest (1987). Siding with
Caliban, this commentator maintains that "Caliban, in fact,
has a double claim to the island, both through inheritance
from his mother, Sycorax, the first settler, and through
prior possession" (Orgel 54). To validate Caliban's supposed
two-fold claim to the island, he goes even further:
"Caliban's claim to the island is, on either ground, a good
one even if the charge of bastardy is held to be valid:
there were by Shakespeare's time numerous royal precedents,
including the two previous queens of England, Elizabeth and
her half sister Mary Tudor, both of whom were technically
illegitimate" (Orgel Cannibals 54-55). From this extreme
perspective, then, Caliban's claim to the island is
legitimized by recent commentators: his mother's (a witch's)
inheritance and his prior habitation.

Against these two critical claims supporting Caliban
stands evidence from the play's text. First, in light of the
previous scene, questions emerge about Caliban's claim to the
island. In this scene, responding to Ariel's resistence to
his command, Prospero reminds Ariel of the torments inflicted
upon him by Caliban's mother, the witch Sycorax:

This damn'd witch Sycorax
For mischiefs manifold, and sorceries terrible

To enter human hearing, from Argier,
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Thou know'st, was banish'd

Refusing her grand hests, she did confine thee

Into a cloven pine

(1.2.263-266; 274; 277).

Viewing this scene, the audience may be asked to compare
Sycorax's "earthy and abhorr'd" command of Ariel (1.2.273) to
Prospero's attempt to "use" Caliban "with human care"
(1.2.348). From this perspective, what Prospero had done to

Caliban seems merely a repetition, in a milder form, of what
the earlier exile Sycorax did to Ariel.3 Caliban's claim,

moreover, sounds less like the cry of the oppressed native
than the frustration of a second-generation inhabitant of the
island displaced by later arrivals. If, by right of prior
possession, the island belongs to anybody, it would seem to
be to Ariel. As an apparently indigenous spirit, Ariel
cherishes his freedom but, unlike Caliban, never claims the
island as a possession. If, then, Caliban neither inherited
the island nor first possessed it, his critically~-supported
claim to it seems dubious.

Additional textual evidence also casts doubt upon
Caliban's claim. Although Caliban twice asserts he is the
legitimate possessor of the island--"This island's mine, by
Sycorax my mother”" (1.2.333) and "I am subject to a tyrant, a
sorcerer, that by his cunning hath cheated me of the island"
(3.2.40-42)--his aim through the play seems rather to
persuade Stephano to "make this island / Thine ([Stephano's]
for ever" (4.1.217-218). 1In place of Prospero, who is,

according to Caliban, the "tyrant I serve" (2.2.162; 3.2.40),
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Caliban would install Stephano as "my god”™ (2.2.149), "my
lord" (3.2.29), "my valiant master"™ (3.2.45), and "my King"
(4.1.215). While Caliban seems bent upon killing Prospero--
cutting his "wezand" (3.2.89) and knocking "a nail into his
head" (3.2.60)--he seems equally willing to serve Stephano--
"I will kiss thy foot" (2.2.149), "Let me lick thy shoe"
(3.2.22), and "For aye thy foot-licker"™ (4.1.219). Instead
of possessing the island himself, as Caliban and recent
critics claim, Caliban seeks to replace the Duke of Milan,
Prospero, with Alonzo's drunken butler, Stephano, as ruler.
The audience would probably agree with Caliban, when, in Act
V, he (possibly sober by now) realizes his foolishness:
What a thrice-double ass
Was I, to take this drunkard for a god,
And worship this dull fool!
(5.1.295-297).

Caliban the Thwarted Rapist and Assassain

"The issue is not whether Caliban is
actually a rapist or not, since Caliban
accepts the charge”

(Brown 62) .

If recent critical views favorable to Caliban's claim to
the island seem open to question, so too does their argument
that Prospero ignores that claim. Such critics hostile to
Prospero assert that his "sole--somewhat hysterical--response
consists of an indirect denial ('Thou most lying slave'
[1.2.346])) and a counter accusation of attempted rape ('thou

did'st seek to violate / The honour of my child' [1.2.349-

50]), which together foreclose the exchange and serve in
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practice as Prospero's only justification for the arbitrarty
rule he exercises over the island and its inhabitants"
(Drakakis 199). That Caliban attempted to rape Miranda is,
according to these critics, no reason for Prospero to
restrict him--Caliban complains: "you sty me / In this hard
rock” (1.2.344-345). Indeed, Caliban's "assault on Miranda,"”
adds one of his recent supporters, "may be seen not as
destructive and uncivilized but as an act of political
economy, dictated by the same impulse that prompted Romulus
to promote the rape of the Sabine women" (Orgel Cannibals
54) . Aside from the questionable (at best parodic)
comparison of the slave Caliban to Romulus, these critics
further recommend Caliban's attempted rape as a "fundamental
aspect of raw nature and a part of humanity" (Hirst 19).
Hence, attempted rape is, according to these commentators,
insufficient reason for Prospero to restrict Caliban.

This critical sympathy for Caliban's urge to rape

Miranda could hardly have been kindly received by fathers in
the audience.? Listening to Caliban speak contemptuously of

Prospero's paternal care for his daughter--

O ho, O ho! would't had been done!

Thou didst prevent me; I had peopled else

This isle with Calibans

(1.2.351-353) --

would seem to meet with audience disapproval, especially
among the fathers. Reinforcing this disapprobation is
Caliban's persistent attempt to rape Miranda. First, in

order to encourage Stephano, a "drunken butler," to
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assassinate Prospero, Caliban extols the "beauty of his
(Prospero's] daughter” (3.2.97). Second, recalling his first
attempted sexual assault upon Miranda, Caliban promices the
drunken Trinculo both that Miranda "will become thy bed"
(3.2.102) and that she will "bring thee forth brave brood"
(3.2.103). Rather than suggesting a sympathetic personage,
Caliban's speeches calling for rape (and assasination) would,
at best, seem to evoke, in at least the fathers in the
audience, sympathy for Prospero's restricting Caliban--

"therefore wast thou / Deservedly confin'd into this rock"
(1.2.362-363) .°

A Jacobean audience may have been repulsed not only by
Caliban's attempted rape of Miranda but also by his
ungrateful response to Prospero's "kindness" (1.2.347). As
Prospero relates, he "us'd" Caliban "with human care"
(1.2.348) and "log'd thee / in mine own cell" (1.2.348-349).
In answer to Prospero's generosity, Caliban, as mentioned
above, first attempts "to violate / The honour of my child"®
(1.2.349-350). Similarly, for Miranda's "pains to make thee
speak" (1.2.354), Caliban curses her: "The red plague rid
you / For learning me your language"” (1.2.366-367). These
two instances of Caliban's ingratitude prompt Prospero to
restrict Caliban in order to protect himself and his daughter
from a hostile threat to their honor and their 1lives.
Caliban's confinement, then, may have been positively viewed
by a Renaissance audience.

If Caliban's ingratitude may have been negatively

perceived by an audience of king and courtiers, such an
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audience may have regarded it as a serious offense against a
ruler.® while Prospero's "kind" treatment of Caliban may

seem patronizing to recent critics, Prospero's punishment of
Caliban's ingratitude may have recalled similar contemporary
instances of a ruler punishing ungrateful subjects. The
Irish, for example, were reported to show ingratitude towards
King James's rule. Such ingratitude, asserts Barnabe Rich in
his "Of the Ingratitude of the Irish" (1610), "is in no way
to be excused or colored"” (Myers 136). Rich goes even
further: "Theft, robbery, murther, yea, treason itself, may
be a little flourished over with some blind excuse; but
ingratitude can neither be covered nor shadowed by any means,
but remaining naked must manifest itself everywhere with

shame and dishonor" (Myers 136). While I am not suggesting
that Caliban is an Irishman,7 Rich's depiction of Irish

ingratitude towards James, in some ways, recalls Prospero and
Miranda's similar portrayal of Caliban's. Rich, for example,
asserts that “to render or requite evil for good is most
pernicious, and this malignity hath evermore proceeded from
detestable creatures, denounced and abhorred by God and all
good men” (Myers 136).

Similarly, Prospero and Miranda denounce the ungrateful
Caliban as "Abhorred” (1.2.353), "malice" (1.2.369), and
"capable of all ill" (1.2.355). A Jacobean audience would
probably agree with Prospero and Miranda, if Rich's account
is any indication of how they would view ingratitude in a
subject. Such indications suggest, then, that Caliban's

claim for possession of the island, his attempted rape of
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Miranda, his cursing, and his ingratitude would have been
negatively perceived, if not by recent commentators, at least
by Jacobean audiences.

Prospero's Supposed Cruelty

"Caliban is answered by Prospero
only with hatred, torture, and
enslavement”

(Greenblatt Negotiations 157).

Recent "colonialist" critics not only excuse Caliban's
lust and ingratitude, they also find fault with Prospero's
treatment of him. To these commentators, confining Caliban
"into this rock" (1.2.363) seems an undeserved punishment.
To emphasize Prospero's alleged harshness towards Caliban,
such critics cite the following passages:

For this, be sure, to-night thou shalt have cramps,
Side-stitches that shall pen thy breath up; urchins
Shall, for that vast of night that they may work,
All exercise on thee; thou shalt be pinch'd
As thick as honeycomb, each pine more stinging
Than bees that made 'em

(1.2.327-332)

and

Fury, Fury! there, Tyrant, there! hark, hark!
Go charge my goblins that they grind their joints
With dry convulsions; shorten up their sinews
With aged cramps; and more pinch-spotted make them
Than pard or cat o' mountain

(4.1.257-261) .

From these passages, the "colonialist" critics conclude that
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Prospero "has become the savage tyrant who has resorted to
the barbarities attributed to the contemporary Spaniards in
their hunting of native slaves™ (Hirst 17).

Such recent vilification of Prospero ignores not only
Caliban's above-mentioned rapacious and ungrateful
inclinations, but also his continued attempts to murder Duke
Prospero. Repeatedly, Caliban seeks to persuade Stephano and
Trinculo to kill Prospero, e.qg.:

'tis a custom with him

I' th'afternoon to sleep: there thou mayst brain him

Having first seiz'd his books; or with a log

Batter his skull, or paunch him with a stake,

Or cut his wezand with thy knife

(3.2.85-89).

When Court spectators regarded Caliban's "foul conspiracy"
(4.1.139) against Duke Prospero, they may have recalled
contemporary conspiracies against King James. Jacobean
attitudes towards conspiracy against a ruler may provide an
indication of how Prospero's supposedly "cruel" response to
Caliban's conspiracy may possibly have been viewed by a
contemporary audience. "And so, where ye finde a notable
inurie,” King James advises Prince Henry, "spare not to give
course to the torrents of your wrath" (Basilikon Doron (rpt.
1603], McIlwain 41). Regarding a particular conspiracy
against King James, the Gunpowder Plot was publically
discussed at the time of the play. Reacting to the discovery
of the Gunpowder Plot (1604), King James required Parliament
to bring "Seueritie of punishment vpon those that shall bee

foand guilty of so detestable and vnheard of villanie™
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(McIlwain 286). Additionally, in a letter to the Privy
Council (6 November 1605), James instructs Council members
how to extract a confession from Guy Fawkes, a Gunpowder Plot
conspirator: If he will not otherwise confess, the gentler
tortures are to be first used unto him, et sic per gradus as
ima tenditur [(and so by degrees until the ultimate is
reached]”™ (Letters 275). If compared to King James's
punishment of rebels, Prospero's "pinches" and "cramps" may
have seemed mild to a court audience.

Elsewhere in Shakespeare, rebels are treated even more
harshly than Caliban. In Henry V, for example, Henry
responds to Cambridge, Grey, and Scroop's plea for mercy
without a "mercy that was quick in us but late™:

You must not dare (for shame) to talk of mercy,

For your own reasons turn into your bosoms,

As dogs upon their masters, worrying you.

See you, my princes and my noble peers,

These English monsters!

(2.2.79-85) .

One wonders how recent commentators would judge Henry, who
hangs conspirators, if they condemn Prospero, who by the
power of his "Art," temporarily confines Caliban to a rock.

Caliban, moreover, is not the only conspirator
restricted by Prospero's "Art." Indeed, through his "Art"
(1.2.1), Prospero brings the usurping aristocrats to shore.
In addition, Prospero's "Art is of such pow'r" (1.2.374) that
Caliban "must obey" (1.2.374). Furthermore, Prospero's
"Art," according to Ariel, "foresees the danger" (2.1.292) of

Antonio and Sebastian's attempt to assassinate King Alonzo.
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While viewing Prospero--the Duke of Milan, who possesses
a magical "Art" and defends against rebellion--some of the
audience may have recalled James's exercise of the monarch's
will during times of emergency.[See Chapter Five above.]
Although there is no necessary identification with King
James, the dramatization of Prospero's "Art" may have evoked,
for instance, the monarch's own "Speech to Parliament 1609"
(McIlwain Works 306-325). In this speech, King James
presents Parliament with his view of the royal will.
Regarding his exercise of royal will, he asserts that in the
emergency times of "the first originall of Kings . . . their
wills at that time served for law" (McIlwain Works 309). A
correlation may be made, as suggested in Chapter Five of this
study, between James's notion of a monarch's discretionary
powers and Prospero's supposedly harsh treatment of Caliban.
If Caliban poses a unique threat to Prospero, as recent
commentators argue, rather than condemn Prospero for his use
of force, a contemporary audience may expect him to punish
Caliban. Such anachronistic twentieth-century condemnations
of Prospero, then, may well have baffled Jacobean audiences,
as well as James and his courtiers.

Summary of "Shakespeare's "The Tempest” and Jacobean
Political Contexts"

This study has tried to show that recent "colonialist™"
views seem to lack support afforded by a close historical
reading of the play. Current critical claims for the
play's supposed "colonial-imperialist™ tendency raise such
questions as the following: Is there evidence in the text

that Caliban is an anti-colonialist hero of the play? 1Is
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Prospero a colonialist exploiter of a native? 1In considering
such critical claims, this study examined The Tempest in
regard to the context of seventeenth-century political ideas
and in relation to its Jacobean audiences. Following is a
brief summary of each chapter.

Chapter One: The Problem.

As indicated through this study, many recent
interpretations of The Tempest (circa 1610-11) have tended,
in various ways, to identify it as a play dealing with
colonial exploitation. The aim of this study, however, is
not to deny possible Jacobean interests in such a concept;
rather, it is, among other things, to examine the validity of
the current critical claim that The Tempest favors a
colonialist-imperialist attitude. This widespread notion
holds (1) that Caliban is treated sympathetically as the hero
of the play, he suffers at the hands of Prospero, and he is
"oppressed, " "disenfranchised," and "expoited" (Hirst 22);

(2) while Caliban's subordination is said to be the work's
focus, the play in addition is said to reflect "colonialist
practices" (Brown 48). This somehow gives a "colonialist
dimension" (Griffiths 159) to important actions and speeches
in this Shakespeare's late comedy.

Such proposals that The Tempest reflects "colonialist
practices" has indeed hardened into an assumption.
Considering the play's "colonial" sources (e.g., Strachey's
letter), Kermode asserts, Shakespeare had these documents in
mind" (Ed., xxviii). Confidently, Patterson holds it

"inarguable that . . . Shakespeare intended a contribution to
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a philosophical debate on colonialism and race relations"
(156) .

Whatever the scholarly merits of their case, proponents
of the play's "colonialist discourse” evince easy slippage
from hypothesis into fact. To illustrate further, Stephen
Greenblatt's influential essay (1988) echoing, among others,
Kermode (Ed., xxvi-xxxiv), assumes it likely that "Strachey's
account . . . is likely, along with other New World
materials, to have helped shape The Tempest" (147). Although
Greenblatt does concede that "the play was performed long
before Strachey's narrative was printed,"” he concurs with the
presumption of scholars that Shakespeare may have "read a
manuscript version of the work ([Strachey's letter]" (147).
Later in the essay, however, his earlier, more tentative
assertion about this "conjunction of Stachey's unpublished
letter and Shakespeare's play" (149) slips into an absolute
indebtedness on Shakespeare's part: "Such then,” he now
proclaims positively, "were the narrative materials that
passed from Strachey to Shakespeare, from the Virginia
Company to the King's Men" (154). Thus Greenblatt's limited
hypothesis becomes definite, absolute fact.

Although the above citations represent the prevailing
tendency of much recent commentary, critics are not lacking
who question the hypothesis that The Tempest is a "pro-
imperialist" play. Against such prevailing "colonialist"
interpretations, some critics have directly entered the
lists. Against supposed sympathetic depictions of Caliban,
for example, Anne Skura asserts, Caliban, in fact, is more

like the devils Strachey expected to find on the Bermuda
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island (but didn't) than like the Indians whom adventurers
did find in Virginia" (49). Such interpetations revise the
notion of Caliban' centrality to the play.

In view of the numerous assertions that The Tempest
concerns "colonial imperialism," this study proposes to
examine the relevance to Ihe Tempest of the popular modern
theory. Against the anachronistic twentieth-century
interpretations, this study proposes to examine the Tempest
within Jacobean political contexts.

Chapter Two: Prospero's Stage "Tempest": "Tempest," Time,
and Three Renaissance Political Notions.

Whatever political overtones the word "tempest"” may
possess, is seems apparent, first, that the word is motivated
by dramatic exigiencies. The second chapter offers evidence,
however, that the opening storm could have presented for
Jacobean spectators more than a foundering ship. From a
Jacobean perspective, the storm-tossed ship could also have
suggested an emblem of monarchic crisis. In addition to a
potential display of political crisis, the play's title may
recall elements of crisis reflected in King James's notion of
a monarch. For example, King James uses the word "tempest"
within a political context in his Speech to Parliament
(1605). In this speech, James depicts the perils of the
notorious Gunpowder Plot (1604) as an instance of "the dayly
tempest of innumerable dangers™ (MclIlwain 282). Also
suggested in this speech is a possible correlation between
the Boatswain's "What cares these roarers for the name of
King" (1.1.14-15) and King James's "roaring, nay thundering”

of "the threatenings of Gods judgement" against such would-be
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usurpers (McIlwain 281-282).

Such a spectacle of monarchic threat seems intensified
by the recurrent mention of Time's urgency (1.2.242).
[Appendix A, Figs. 7-8] Such urgency is reflected, for
instance, in Prospero's command to Ariel, "the time 'twixt
six and now / must by us both be spent most preciously"”
(1.2.241-242). Attitudes towards such "precious™ time in the
play include Prospero's circumspect action (4.1.262);
Antonio's "sudden" subversity (2.1.301); and Caliban's
"always bending / Towards their project" (4.1.174-175). 1In
view of the above, attempts to isolate the word "tempest," as
an evocation of Renaissance colonialist ventures, apart from
its dramatic and contextual considerations, should be
received with caution.

Chapter Three: "All is but fortune"™ (5.1.258): Three
Renaissance Attitudes towards Fortune in The Tempest.

While the opening storm may have evoked, as pointed out
in Chapter One, danger to the monarchy and the swift passage
of Time, it may also have suggested to one level of the
audience another Renaissance topos: Fortune as a dimension of
political insecurity (Pocock 36). The third chapter
indicated that the opening storm, recalling Fortune's
variable influence, may have emphasized for some of the
Jacobean audience both the vicissitudes of the monarchy and
the unrestricted power of the ruler. [Appendix A, Figs. 1, 2,
6, 9] On the one hand, the vicissitudes of the monarchy
seems referred to in James's 1609 Speech to Parliament: "the
tempest beats sorest upon the highest mountains" (McIlwain

309). On the other hand, in this same speech Jamcs refers to
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the scope of his power:
"they (kings] make and unmake their subjects:
they have power to exalt low things, and abase
high things, and make of their subjects like
men at Chesse; A pawne to take a Bishop or a
Knight, and to cry up, or downe any of their
subjects, as they do their money"
(McIlwain 309).
If, as indicated in the above references, a king's power, for
James, may correlate with the fluctuations of a variable
Fortune; instances of Fortune's variable influence in the
play may indicate the scope of Duke Prospero's power.

Among other indications of Fortune's influence in the
play is a recurrence of astrological terminology. Within this
astral dimension of Fortune's insecure realm, Duke Prospero's
rationality contrasts with the rebellious Caliban's
credulity. On the one hand, the ruler, Prospero, has the
capacity to display his magical powers at astrologically
appropriate moments; [Appendix A, Fig. 10] on the other hand,
the subverter, Caliban, superstitiously mistakes Stephano for
the "man 'i th' Moon." [Appendix A, Fig. 11])

Regarding Duke Prospero's "prescience" (1.2.180), he
asserts, for example, "I am ready now" (1.2.187). With this
sense of urgency about the moment of his "zenith,” Prospero
notes that Ariel's "charge®" to keep the ship's passengers
safe "Exactly is performed"” (1.2.238). Further emphasizing

time's urgency, Prospero says,
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The time 'twixt six and now
Must by us both be spent most preciously"”
(1.2.241).

This concern for the time of the day is also repeated at
the end of the play. Immediately preceding the denoument
Prospero reviews his ascendant fortune:

Now does my project gather to a head.

My charms crack not, my spirits obey, and time

Goes upright with his carriage

(5.1.1-3).

Such propitious events seem to require timely action.
Prospero's question, "How's the day?" (5.1.3), and Ariel's
precise response, "on the sixth hour" (5.1.4), recall the
exact calculations of astral determination in Prospero and
Arjel's initial exchange (1.2.238-241). Hence, Prospero's
concern for his "zenith" frames the play, apparently
indicated, for example, by Ariel's "exact" performance of his
bidding and his "precious"™ use of time.

While Duke Prospero's coginzence of the heavens'
influence frames the play, the conspirator Caliban's
credultiy is manifest in his superstition. His infantile
identification of Stephano with the "Man i' th' Moon"
(2.2.135-137) seems an excess of helpless credulity or
veneration before those powers. Caliban's link with the moon
occurs, for instance, when Stephano and Trinculo dub Caliban
"mooncalf" (2.2.105; 109; 131; and 3.2.21). When Stephano
tells him, "I was the Man i' th' Moon when time was"

(2.2.134), Caliban's response is nothing if not credulous:
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I have seen in her . . .My mistress
showed me thee, and thy dog, and thy bush
(2.2.135-137).
Trinculo's response to Caliban's speech emphasizes Caliban's
credulity: "The Man i' th' Moon? A most poor credulous
monster!" (2.2.141-142). Indeed, the rebel Caliban seems
awed by what he believes are the celestial effects of the
liquor. After two drinks from Stephano's "wine" bottle,
Caliban, apparently drunk (See Appendix A, Fig.8] exclaims:
These be fine things, and if they be not sprites.
That's a brave god and bears celestial liquor.
I will kneel to him
(2.2.114-116),
and
Hast thou not dropped from heaven?
(2.2.133).
Caliban seems to hold an unreasoned committment to the
special effects of celestial events upon his life and deeds:
I'll swear upon that bottle to be thy true
subject, for the liquor is not earthly
(2.2.122-23) .
Caliban's credulity, then, in its astrological context,
maynot only contrast with Prospero's rationality but also
recall Fortune's variability.

Furthermore, the vocabularies of Fortune and liquor
emerge when Trinculo initially meets with Caliban. [Appendix
A, Fig. 12-13) That is, Trinculo provides three examples,
among others, that seem particularly noteworthy. First,

"another storm" is "brewing” (2.2.19). Second, "Yond same
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black cloud, yond huge one, looks like a foul bombard that
will shed its liquor™ (2.2.20-21). Third, "I will here
shroud till the dregs of the storm be past”™ (2.2.39-40).
This comic coupling of storm and drinking idioms may have
parodically suggested the power of Fortune's vicissitudes.
Indeed, for the butler, the jester, and the monster "all is
but fortune" (5.1.257).

While recent critics of the play argue that the opening
storm recalls storms encountered by Renaissance explorers,
this study suggests a link between the storm and Fortune as a
dimension of political insecurity, from which the rebel
Caliban emerges as a credulous "thrice-double ass" (5.1.295).
Chapter Four: Prospero's "nobler reason" (5.1.26): Virtue,
Nobility, and Prudence.

The previous chapters show the play to correlate Time's
swiftness and Fortune's variability with political
opportunism and insecurity. Within this dimension of
political flux, characters' worth or their "virtue" seems
tested. [Appendix A, Figs. 14-20] Wwhile in references to
"virtue," the audience may hear positive moral overtones,
related words, such as "nobility" and "brave,” raise
questions about characters' positive morality. 1In so far as
The Tempest may advance by a process of multiplying
perspectives, the audience seems prepared to observe a world
where it becomes increasingly evident, nobility is
questionable as an absolute moral concept. To stem the
potential anarchy of the self-seeking nobility and the
drunken power-seekers, Prospero combines clemecy and

prudence, two princely virtues. [Appendix A, Fig. 20] In
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doing so, Prospero seems to supply a standard of morality
evoking, for some of the Jacobean audience, King James's
notions of kingship.

As opposed to Prospero's "prudent clemency" as a
standard of morality, Caliban is perceived as "valiant" and
"brave” from an ironical perspective. Even at the play's
opening, the word "brave" has not entirely favorable
connotations. As has been noted above, Miranda calls the
foundering ship "a brave vessel”" ((1.2.6), when, in the
previous scene, Gonzalo described the ship as "no stronger
than a nutshell” (1.1.47). When applied to Caliban, the use
of the word "brave" seems dubious. Caliban, for instance,
exclaims that Stephano, the drunken butler, also his "valiant
master" (3.2.46), is a "brave god and bears celestial liquor"
(2.2.117). Similarly, Stephano, in a telling oxymoron,
"commands" Caliban, "brave monster,"” to "lead the way”
(2.2.188). Trinculo too characterizes Caliban as a "brave
monster indeed" (3.2.11), whereas Caliban, unwittingly
justified, returns the "compliment™ with "I'll not serve hinm,
he is not valiant" (3.2.24).

Prospero's prudent clemency, then, may raise questions
about the adequacy of two recent critical notions:
Shakespeare's supposedly "ambivalent” depiction of Prospero
and his allegedly "sympathetic" portrayal of Caliban.

Chapter Five: The "roaring” (1.2.2) and "abjuring” (5.1.51)--
Jacobean Attitudes to Statecraft.

Further support for Prospero's superior position in the

play seems to emerge when Prospero uses the word "Art."

Among Jacobean notions of king's power, Prospero's use of the
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term "Art" may have elicited from a politically sensitive
segment of the audience the spectrum of statecraft--from the
"roar”™ of the extraordinary course of ad hoc decision making
confined to a single emergency (gubernaculum) to the
"abjuration" of such emergency powers during more stable
political times (jurisdictio). References to Prospero's
"Art," then, may suggest a Renaissance notion of royal power.
If "art"” is a form of magical "will,” the monarch's "will,"
in times of emergency, stands for law. This notion of royal
power, shared by King James, may be supported in references
to Prospero's "Art": (1) Prospero's "so potent art™ (5.1.50)
and royal "will"; (2) Prospero's "roar"™ (1.2.2; 2.2.310) and
royal wrath; (3) Prospero's "Some vanity of mine Art"
(4.1.41) and royal potence; and (4) Prospero's "rough magic"
(5.1.50) and the king's mercy. In addition, this pattern of
political meaning emerging in the speeches and action may
modify the recent critical notion that the "abjuration®
speech diminishes Prospero's "so potent Art" (5.1.50).
(Appendix a, Fig. 19

The play, moreover, relates Prospero's "Art" and his

"magic”"--e.g., "pluck my magic garment from me--So: / Lie
there, my Art"” (1.2.23-24).8 In addition, dramatic uses of

Prospero's "Art" recur at critical moments through the play.
And, as successive theatrical displays of royal power--the
storm (1.1.), the "lion's roar" (2.2), the harpy's banquet
(3.3), the betrothal masque (4.1), the trumpery scene (4.1),
and the abjuration (5.1)--move the play's action toward one

aim, among others, of his "project"--to regain his dukedom.
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Chapter Six: "By Providence divine" (1.2.159)--Prospero's
"Art" and Providence.

If, as proposed in the previous section, Prospero's
"Art" suggests a monarch's emergency powers; such "Art," as
it recurs in the play, produces "wonder”™ and "amazement" in
some characters. If so, Prospero's "Art" may have reminded a
Jacobean audience of King James's claim to a mysterious and
quasi-divine authority. This potential link between Duke
Prospero and magical or divine powers emerges through the
play, especially with regard to Prospero's privileged
perspective.

If Prospero's capacity to cause "wonder" makes him
resemble a godlike ruler, his "Art" also seems to provide him
with a privileged perspective. That is, while characters are
amazed at the wonders produced by Prospero's "Art," their
wonderment is repeatedly viewed from Prospero's providential
perspective. Conversely, from their limited earthly
perspective, characters view Prospero's guidance as
"wondrous.”"” When Gonzalo, for example, describes his
"meanders" about the isle as "here's a maze trod, indeed"
(3.3.2), his ignorance of Prospero's "high charms" (3.3.88),
underlining their disparate perspectives.

Prospero's abjuration of his "Art," however, also seems
to emphasize, in a sense, his human limitations. A contrast
between Prospero at the height of his powers and Propero
meditating upon his iwn mortality--"when every third thought
shall be of my grave” (5.1.311)--may have evoked James's
ultimate depiction of the mortal side of his double monarchy.

In his 1609 Speech before Parliament, James declares, "VYQs
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Dis estis . . . But ye shall die like men" (McIlwain 309).
This pattern of exercise and abjuration of Prospero's
"Art" seems to reflect one of the Jacobean audience's
recognizable attitudes towards the monarch's quasi-divine
power. While this study does not argue that Prospero
represents James, the two share certain attitudes towards the
notion of divine kingship. Among these shared attitudes
seems Duke Prospero's capacity to quell insurrection. During
these emergency times, Prospero's magical "Art"--like James's
"mystery of state"--resembles the inscrutible power of God.
After the emergency subsides, however, Duke Prospero abjures
his "Art" and comes face to face with his subjects. As a
dramatization of the prince's tabooed power, Prospero's "Art"
brings his enemies into "the circle"™ he has made (5.1.57,

s.d.), despite their real individual differences.

An examination of the evidence in light of potential
Jacobean audience responses suggests: (1) that The Tempest's
political allusions are interpretable in the context of
Jacobean political concerns; and (2) that the result of such
examination would tend to support King James's view of a
legitimate monarchy and rule. On the other hand, this study
contests a modern critical view of the play as "colonialist"
or of Caliban as a positive figure or hero. If the above
conclusions are acceptable, this study supports the view of
The Tempest as, to a significant extent, a political drama,

sustaining of James's monarchic views.
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Notes

1. Concurrent with a "colonialist"” claims for the play,
other recent commentators find parallels between the play's
characters and personages in King James's royal family. Most
recent critical claims for topicality attempt to improve upon
Frances Yates's questionable notion that the "Romances" are
centered "on James's children, Prince Henry and Princess
Elizabeth"” (79). Also arguing that a correlation exists
between The Tempest and James's family, one commentator
carried Yates's hypothesis to an extreme: "Miranda is
Princess Elizabeth, Prospero is James, and Juno, in the
masque, is Queen Anne" (Wickham 9).

I have omitted review of other critical commentaries
upon the play--such as, Freudian, feminist,
deconstructionist--since they do not contain a political
perspective.

These topical assessments, among others, have recently
been challenged. According to one skeptical critic, for
example, the topicalists set out to find a link between the
play's ideas and specific events at James's court and
inevitably find such connections. Furthermore, this critic
maintains that topicalists, in their search for such
connections, ignore the commonplace nature of such ideas of
government and conduct (Levin 176). Despite this formidable
objection to their approach to the play, topical criticism
nevertheless continues to exaggerate the play's relationship
with the James's family. One such critic recently claims,
for example, that "King James and his family constitute a
'text' that Shakespeare read in gathering materials for the
Romances" (Bergeron 1). This strict topicality, and its
recent revival, tends to exaggerate the play's link to the
royal family.

2. These critics claim that the play is "heavily invested in
colonialist discourse" (P. Brown 66). This view maintains,
moreover, that the play, in serving this "colonialist
project,” is "an instrument” of absolutist "exploitation"”
(Brown 66, 68). The play's alleged "colonialist" tendencies,
according to this perspective, reflect Jacobean absolutist
interests. One such critic claims that "Prospero utilizes
music to charm, punish, and restore his various subjects,
employing it like James I in harmonies of power" (Brown 65).
Similarly, another like-minded interpreter itemizes
Shakespeare's supposed "weaknesses," among them, "his
commitment to patriarchy and the Jacobean social and
political hierarchy" (Gary Taylor 35).

3. This position has been recently affirmed by Anne Barton
in her perceptive review "Perils of Historicism," in The New
York Review of Books, March 28, 1991: 53-56.
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4. In Reformation Augsburg, for instance, forcible
rape/seduction was punished by a mandatory four weeks in
prison . . .. The penalty was doubled at a second offense,
and a third offense brought either exile or severe punishment
in property, body, and/or life (Ozment 197 n. 161)

5. Indeed, through the play, while Caliban describes himself
as a "man" (2.2.185), a variety of characters refer to him as
a "beast." 1In addition to references to Caliban's "beastial”
appearance, Ariel, for instance, describes the three
"varlets"--Caliban, Stephano, and Trinculo--as if they were
animals:
Then I beat my tabor;
At which, like unback'd colts, they prick'd their
ears,

Advanc'd their eyelids, lifted up their noses

As they smelt music: so I charm'd their ears

That, calf-like, they my lowing follow'd, through

Tooth'd briers, sharp furzes, pricking goss,

and thorns,
Which enter'd their frail shins
(4.1.175-181) .

Stephano and Trinculo repeatedly describe Caliban as a
"monster” (e.g., 4.1.196, 199), King Alonzo terms him a
"strange thing" (5.1.289), Sebastian also refers to him as a
"thing” (5.1.264), Antonio uses "a plain fish" (5.1.266) for
him, and Prospero calls him a "misshapen knave" (5.1.268),
"demi-devil" (5.1.272), "bastard one" (5.1.274), and,
finally, a "thing of darkness" (5.1.275). Even Caliban terms
himself as a "thrice-double ass" (5.1.295).

6. The scholarly view posits that the play was performed
before King James's court during 1610 and 1613.

7. Beside Rich's "A New Description of Ireland . . . "
(1610), other tracts written by seventeenth-century
supporters of the crown contain commentary about, among other
issues, Irish ingratitude: e.g., Giraldus Cambrensis "The
Conquest of Ireland” (trans. John Hooker, 1586), II.38;
Edmund Spenser's "A View of the Present State of Ireland

." (1596); and Sir John Davies's "A Discovery of the True
Causes Why Ireland Never Was Entirely Subdued . . ." (1612).
Excerpts of these tracts may be found in Myers's Elizabethan
Ireland.

8. See also 5.1.50 and EP 14.
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With ftreamers, lagges, topgailantes, pendantesbraue,
Vhen Seas do rage, s fwaliowed in the waue.
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When sbom ars [oipwracks in Efiaa
Submis wath pasience,umso Fare.

Itrvste, XIIL ook, 4

i/ MHen [ beheid chis Pidture of 2 Seas,
'\ > 3 (Which eathe raging eves doch feemeto float)
A Forc'd onward, by the current of the Tide,
Without tie helpe ot Ancéwr.Osre ot Guide ;
And, (1w the o there. woich deth imply,
Thar thee comemus he 1cife 1o Dedimie
Methinkes , this Emesem 1ets out their eftate,
Who have aicribed ev'ry thing to Fase
And dreame, that howiec re tie bufinesic goe,
Their i¥orke, not hinders. neither helpes thereto.
The leaking 5hsp, they value as the found::
Hee that's to hanging borne. thall ne’re bee drownds
And. men to hsppineiie ordain’d ({ay thele)
May fct thewr Sére to doar,as Fase ihall pleafe,
This Fansee, {pringing trom a milbeiceving
Of God's Decrees ; and. many men deceiviog,
With thewes of Trms, botn cauteth much odence
Againit God's Mereues, and his ¢rovsacnce;
Aud briegs to paife, that tome to tuine runne,
By their regicct of what tocy migit have doae.
For. Mesnes 1s to oce uy'd,(if wee defire,
The bleffing of our tasesie to scauire)
Whote nawrail effects, if God deay,
Vpoa his Protrassce wee muid relye,
Sull practiting wiat narurail aydes may bee,
Vatill nc likelv ayd unmmde weesee.
And, when s New pusws wee aze forc’d uato,
Stana i, wee mav, and wayt wiat God will do.
Hee that 1nall thus to Fase, his fortunes leave,
2t mee bee ruind, if Shee him deceive.

The
Figure 2
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Figure 3



Heytha bis Coutfe direftly Steeres,

Nor Stormes, sor Windy.Ceafures feares.

o 15

[LLvsTR, XXXVII. Boek. 1.

Ee tothe Ses, this Werld mav well compare ;
Fot, cv’'rv Man which liveen inthe tame,
Is 232 Pslm, ro fome Veffed there,
Ot linlefize, or elfe of larger 1rame.

Some, bave the Bsais of their owne Lift to guide,
Some, of wholc Femuises doe row the Barge,
Some, governe persy Tewseibeps too, befide,
(Tothote compar'd. which ot fmail 8arkes have charge)
Some others, rulegreat Provencs ; and, they
Rufembie Castasnes of huge Argsfes :
But, when ot Xisedemes,any gayoe the Sway,
To Generaus of Fleess, we likenthete,

Each hath his proper Coarfeto him aifign’d,
His Casd, hus Compeyye, his due Tackimgs, 100
And, iftheir Butinetle, as they ougnt, they mind,
They may accompiith ailthey naveto doe.
but. mot Men leave the Care ot their owne Coarie,
Tojudge or tollow others, in their wayes ;
And. when tneir Follies make their Fortunes worie,
They curie the Defem, which they shouid prayfe.
For. iVaves, and Winaes, and that ott-changing Wesiber
Which manv blame, as caute ot all chetr Lasjes,
(Thougn thev obferve 1t not) helpes bring together
Thole Hoses, which their own - ¥ifedemme, often croiles.
Reeard not. tneretore much. what toote things oe,
Which come.withnutthy faule. to thwareehy iar 3
Nor, howw, 2aib- Lesxers on will centure thee ;
B, tuithtully, to docthy pa:t.athay:

For, if thou thalt not from tnis Cousfedvary,

Letmy Hopes raile me,i5'thy Hepes mifcarry.

.‘\‘ vo/[i

A

A ludden

Figure 4
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Figure 5



To bim abappy Lot befals
Tha bath 4 Ship, and profp’rous Gales.

TeLvsTR, X111 __ Bek.1.

wonder he 3 proip’rous #/¥rege tindes
m%m hath both Ssides and Oaresto ferve his curne,
And.dill throug meanes ot fome propitious /¥ises
Isto his withed Harbeur. (wiftv borne.
Nor is it ouch admir'd, if they that lacke
Thote avdes:on which the Commens faab depends)
Are from tneir hoved avmes repeiled backe,
Or made to labour tor unsruitrail enas.
Yet neither inthe Sbip, 1Vind, Ourer, ot Sasles,
Nor i the want of Owtwara meanes, ajone,
Coasiits it. that our Hosetucceedes or failes ;
But, roott ig thae, wnich Men leait thioke upoa.
For, {ome endeavour. and their Painesare bleit
Wizh Gales which are fo forrunate. thaceney
Fly fafe. 2ad fwirtly on. among tne beit,
Whil'tt otirers labour. and are cai awav.
Seme otners. on tnis Werids wide Oseantioate,
And neither #ins. not Tide aififane have,
Nor Sage. nor 04re. a0t Ancoer, gor tound Seate,
Nor taxe to mucn as neede themueives to fave ;
And ver are 1afe: A chird forw then, thereare
Who pestner eant fit Meases, oor vet negied
The vainetuil. Indsidrie, or honeit Care,
Whica Neea rcaurres : yer tind {mail good cffed.
Theretore. le:tnat wnico vou oropote. be /o
Then, uietae fairett Meames, to comparie it:
Anad. tiougn Weanes faile, vet fofter no mutruik ;
Buttearetetlv, 1o God. vour Cssrfe commit:
For, Hee,to F sisrui- Hearss, ana Honesi.Mindes
Turnes Lafeto Gasse y a11d Sssrmessto provd’rems Finda. 7
0

|

Figure 6
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In occafionem.

To my Kisfman M. Garrnay WriTnY,

W HAT crean crczmrc thou? Occafion I dee fhowe.
On whiriing wheeie declare why dofte thou flande: »
Bicaufe, 1 il am soffed 200, and froe.
Why ‘doett thou houlde a rafor in thy hande?
T hat men maie knowe I cut on eserie (ide,
And When | come, I armies cam denide.

But wherezure haft thou winges vppon thy feete?
To fhowe , how isghse I flee Wuth lissie Winde.
What meancs longe lockes before ? thas fuche 4 meese,
CAtave houide as firite , When they occajion finde.
Thy head behinde all balde, what teiles 1t more?
That none (houide honide , that les we flippe before.

Wihv docit thou ftande within an open place?
Thas I mave Yoarne all peovie not to flaye,
Eut at the firiie, occafion to smorace
And When [lice comes , to meese her by the waye.
Lyfippns (o0 aid thinke 1t beiE 12 bec,
IVho did densfe mine imaze , 25 vou jce.
Z ; Potentis

Figure 7
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Occafions-paft are foughs in vaine ;
Bt ofts tbnwhede.abou‘gm

Iitvstr. IV,  —————swi1.

e Nwuie are tocy toag foend their youtntull Frome

L Ia Vanities ; as ifthey aud fuppore
That men. at pieasire. migit reaceme the Time ;

For,thev a raire aavantage fonalv lofe.
Asiil-advis'd be thofe. who having luit
The titit Occasions. co Defpasrng runne :
For, Time nathh Reveisssons , and, the moit,

For their Aflaires. have Seafans more, then one,
Nor 13 taeir Folly {mail. who much depend
On Transiseriesh.ngs, as if their Powre

Couid bring to pasie what thouid not havean Esd s
Or comwxe that. wich T:owe will nocdevoare,

The fir! Occausns, theretore, feetiiou taxe

(Which ofired are) tobring thy hopes 200ur:

And, minde thou, Rill. what #sde awav tnev make.
Bilore v 1witt pac ¢ houres are quite ruase out.

Yez. if an Ospewramsy be pait.

D.{paire not tnou. as tney taat hopeiede be ;

Sitce. I:me mav t0 revoive againe, ¢ Jxt,
That New-Uccaisms may be orired thee.

Ang {le, thou truit not on tniote t2dicg toings,

When by tninc owne Endesvess encu acauus 'tz
For. Timewhich nier owne Sir165 10 rutac drings)
Wil {pare. n0r snee, nos ougnt which taou actit it.
Hiy Prasernizs, ana ¥fes,winag thev are,
In.vaine co:erv'd wiil be, wiven ne is ded:
Thie rhevinteaton. theretore, may appexre,
Qe Emmiem. tivus. nath him deciohered ¢

Baiae 12ve vefore, 2na 1nding on a Hbetis s

A Razzrin ois +4103, 3 iVineea Heae. .

y

Figure 8
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Though Fortune prove trae Vertues Foe,
Is cannot worke ber Overtbrowe...

Itrestr. VL Bk 1.

3 Nhapw menare thev, whofe Ignorance
So tlavesthem totne Formmmes of the Time,

That thev (amumz on the Lot of Chancs)
Neele& by rcmc, and Deferss, to clime.
Poore naens they be wnich Zertame rearesunto ;
And, fickle is the Fevesr ihe beitowes :
To-dav, the makes ; to-morrow. doth uadoe;
Buildsup. and ip an initant overtnrowes.
On eane Wheeits, to Wealch. and Honours nigh,
She windes men ott, beforetney beaware ;
And. when thev dreame of moit Pn;bmm.
Downe. rezdonz, nrowes them iower then they were,
You. thea. that tecke 3 more aifur'd eftate,
On 2ood. and honett 0bjeds, fixe your Misat, ,
And follow Zertae. that voumay a Fase
Exemor from feareoi Change, or Dangers,§nde.
For, netnat’ 's Vertaows, whether aighor low
His Fertune icemes (or whether foule of faire .
His Path he nindes; or wnener menn, or foe,
The werls dotn prove : regaras itnot a haire,
His Lefeis Gane s his Poversvis Wealshy
The Worlds Ciztermot, he makes his Dsssem . !
In S:cimesie, he reroyeeth, as in Healsh : ;
Yea. Deatoit seite, becommetn Lsfe, to him.
He fearesno difrefoect. no bitter icorne,
Nor fubtic piottnes, nor Oopruﬁons toree ;
Nay, tzouza tis World thould toptie-turvie turne,
I cannot ff enr mm nordivert nis COUIC.
Aheveail Earnle ' powres nis Fertwe reares him :
And. up wuth £gieis wings, to Heav'n it beares hir.
A St !

Figure 9



Hee, over all the Starres dosbraigne,
Thas umo Wildome can ataine...

lLvste, XX XI. Twk.1. .

4 The Moene, tne Plaaess. and :hois glorinus Liekes
W hich trim the Sphares.doe in tneir Messsms 1un
T no more urpoie. :hento vicaie our Sights,
Nrtor dutinguihment of Nizbts, and Dayes,
Or ot tne Seanms . a7a the Timer, 2ione,
Caa licerore roe Hand of God difplaves
Thote manv Starrer. we mently gaze uon:
For. bota oy Acaion, ann by Cimmen-i-ase
We know (and often seele? that trom above
The Plantss rave, an us .30 [anisesce ;
And. that our dedses vari=, 33 tnev mov-,
Moreuver. Halvivris.nteres, LIt thete

Have tome 1ucn pow'r : evnin thofe Places, where
It names 0r:em, and the Pleaacs
Which. Starres of much interiour Narore are,

Yet, necce coaciude NOL, TRELETore, thlt tne Afsmss
I« by the Ssirres comitra-nca to ey
Their /nriueace - or,t0 by them incua'd,
That. oy no meaacs retiit the tam< we may,
For. thooen thev torme tie Boaues remo’. acure,
( <nd thougn the M.aas inchinetn after tnar)
Bv Grace. isotner I'.moer we procure,
Which gutdes the Metsns of Sssper-a Fate,
The S2me o1 Maa s ropier then the Srhares ;
Ana. if iz g une tae Place wo'ch mav pe nad,
Not nerea:one on £31-1n. the Ruless b sres,
But. isthe isra. o atlthar God hatn mace,

Bemwesnmm . and. it jut cauietnere bee,

The Svxseana Meese, tiull ft2na and wave oo thee.

ARrinees

% Am not of their Minde. whothinke tne Sus,
D

Figure 10
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Vucerraine Fortoae® F avonrs, bee,
And,astheMoone, (o changesh Shee,

Irivstr. X L.

Bask. 4

Vr Antow, peradvenzure, givernus

"She hath a Comery-boav, to deciare,
How oleaiing 1hee doth ufually appezre
To them, that iove ner Favours. Sheis biinde,
(Or. hach ftiil clofed eyes) to put in miadie,
How blindly, and how needlefly, the rthrowes
Her Laroere, where her Bowmsy, the beitowes,
She fiasas uosma Bal; that, wee mav learne,
Of ourward -hungs, the setrerne, to difeeras:
Her Bat hatk mmes ; that ic may tigniie
Huow 20t nee Favonre ace, away to flie,

A !kavte didler d iy the wand, (hebeares,
{ And, On ner nsxca. Soay, nothing weares)
To fhew, tha: wha: her # s2=rite inicyes,
Is~ort 10 mucp tor #frruincie, as soves,
H-r Head 6 baeicije, ad, exceproetors
Tn tesch ehee. that tnv care thoula b= the more
To hol i her formerr. asmameric, 2iwaves rare
Lz the doe thow th. e flop'ry tnicks, ar laft.
An3. laitly, that ner cnangrme may be showoc 5
She beareth inher Hind 2 iVayaca- mesns.

2y this Deferivtion, you may now defery
Hertrue conaitions. tulias weid as I :
And, it youuhll, fuopote her, wortn fisch honour,
You inave my leave ro wese, a0d mevs upon aer.
Morreover (1o her credit) [ confefle,
T his Aotne talfly faich, her Fuckiewerie

Is like the Moones : For, tt.e hach frown’d on mee
Twelve Mosnes, atjeatt , and, yer, noChanee I fee.

Dame Forsone for thefe Reafuns) pidurd, thus:

Figure 1)
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. } o
Prudentes ~vino abstinent.

ot here the vine dothe clafpe, to prudent Pallas tree, ‘.‘lu. ino.s
. t wite : uhip foe. Muiter cus vy
The league 1s noughr, for virgines wite, doe Bacehus frendihip doe. e
.. Quid me vexatis vami? Sum Pilladis avbor, fossunt o
Alciat. s : . 30 SV ORI BT TERYER
Auferte ininc betres , yimgo fugit Bremsum. b L
E”ghﬁ”dﬁ' SHEFPET

Why vexe vee mee vee boughes? fince I am Dallas tree:
Remoue awae your ciutters nence, the virg:n wine dotir dee,
3 In co-

Figure 12
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By Labour, Vertue may b¢ gain'd
By Vertue, Glorie s anain'd.

e — e+ e =

e —— e ———

ItrvsTx. V. " Bosk.y. -

\’ppoic you 3:75, 1HOIE MIMICKE -49¢s VOU meee
[n itrange fantaiticke babits ¢ ortne Rabble,
Thatia @ay ciothes emorovder out the flreer,

Arasreely of iFertsorad ot Hamersous ?
Or caa vouninke, :232, To be borae the Sonne
Of fome 1:1cn Aldirman. or ancient Feere,
Or tnxttne £ sme our Predeceriors wonae
May cizime to1e iWreasnes wiich trie Defrvine weare ¢
I #Hamewr ductotnote, wno toeag taetr dayes
In courring ope anotier 7 or conlumIng
Thcir Fortunes aad themiclves, 0a Drabbs and Flayes?
1a tlceping, aninking, 22d Tubzscco- fuming ¢
Not 1o, For. (thougnticn Fosies. line carldren. piage
Gav Tisles on cacnotnes } }il2-men know
Whazdaves :nev be ; now muiferadiv-bafe ;
ANd, WNETE 1ucn JHsrionies WOULD DLLICT VW,

Aa idie £9av ciozhes 3 vitious Mimde -
And, whag (3¢ de:n) 1s purenac d by tne1ame,
Is notning este, Sucitiniing Smece ana Minae ;
Or troth:c Suboies OF in emotv Fame.,
True Gary, noAe Cic ever surcrale, yet,
Till. 20 oe #erzzsms tney couid Srit a:taune
Nor thall thoie mentuite »'errues tavour get,
\Who desesr noL, 1220 Zsemmes 1o grine,
And. this /morera GOz i teree n0 jeife:
For. ov tnespsae. is Livesr nete impiide ;
The Snane, 2 vecmacus Praaence. co-h expreiic 3
And, GLre. oy the Wresw 1§ Tyvoinde. ’

For. whnere avertuous indwire s tound,

She. :i:ail Witk \Wrezns o G..7v,:nus be crown'd,

Thawen

Figure 13
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Good Forune wid wish bim sbide,
Tow bath srme Vertue, for bis gwide...

{trvsre. V, 2mk.3

He Grrvive, is thetigure of 2 creauure,
Notzoona wiznin tne Czalogues of Natars »
But. oy chofe Wits createn, wno, to thew
Internad things, externau Figeres dsew:
The Shaoe. 11 wnic tbis #1diss thev exorat.
Was borrow atrom a £Fewie, 204, f10@ 2 5eah
Imporng (swaen cheir pares wereenus comoin'd)
The Vereses,cotn ot Beav, and Of meemas:
And, \kn:.:uva on 6rvIeens dackes to ride,
When tnote muxt Vertues, toem tave digay'd.
The Steme (enis 37w 1uoporung) may expraiic
The rizme aoiding, and the 1olidoarie
Of alltrue Fertaes.  That, long-winged Bad.
Which dotn appeare ratt-liked therewnenail,
Theg:fts ot c-mm Fortune, goc 1moiye:
And. ailthoie things togerner. tignide,
That. wnen ov tuch.like #'rtses Men are guided.
Gooa Frssne cannot pe rrom them aivided.
If chis be truz(as true { this believe)
Why thouia wee murmute. why repine. or gricve,
ASif our Stuasws, OF OUL NODEIE DADCS,
Devrivea were of fome geiervea games 2
Whvinowa we :nicketne world hata done us wrose,
Becaute wee 2:enor reguter’d among
Thote toniving men, wno purie up evr'y dav,
FOf I76Lve rewves Ladems MOTC INED FESTE Momens pay ¢
I wee cur puures rewaraca cannoe tee,
“Wee count out Meris grea:er tnentney oe.
Bue 1t we D132 €o.cit, Our Wortnis more
And riciwe are. taougn others thiak us poore.

iWhen

Figure 14
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asm—

| The more comrary Windes dos biow, |
| —- Thegromer Veroues prave wi grow. o

frevstr. XXXV, Book, 3 l

Yervetne mature of that Frery-riame,
Which on the Mesnsssmes top 10 brigbtly thowes
The H¥inaes frum everv quarter, blowsae 1ame,
:2. 303 ro b'ow it out. their rary biowes ,
Eut.la; 1tz more tnev isrme.ene more it disas
Atevery Elak. the Flame sticenoetn nigaer
And. tiil the Fseas wane, thar rage connoern,
Ir, wiil be, ill. a greax. ana gioriows Frre.
Thus fares tne man. wnom Zertse, Beacon-uke,
* Hazh fixt uson tne H:4s ot Eminence,
At him, :he Temoeits of mag Emvretirike,
And. r2z2 3231t ins Piles of Ingocence ’
Ter.ibll the more tney wrong nim. and the more
T ey teeke to keeo: hus vortn from deing kgorvae, '
Thev, cauv, maxe 1t oreater. ten betore §
And. czie nis Fame, tne f2rener to beblowae,
\Vhen. tireretore. no teifc-doting Arregasce,
Fur. Fertmes cover d with 2 moaet vaiie,
L1T3K€ 1nrouen esjcmrnrs. and. thee advance ‘
T risce, wnere £awee thallthv worth alaile:
D.!courage not tny telfe « bar. .:and the thockes ‘
O: wran. ana furv, Lettnem tnasicand bice |
Curfuetnee, witn Desragion, slanewrs. Moceos, |
And, 3ll the venom'd Eawines of Deibigét, [
Thou zreapove their maiice . 304, the piaze |
Of ity Calerdiad. fire, thall (hine 1o cleare, !
That. tneir befotrea fouies, thouthaltamaze ; ,
ARG, £13K¢ 1AV Solemassrs, 10 tNLIL INAMC, APPEILL, )
If :his e ail. tnse Eavses rage can doc,
Lard. grve me Verruss, soouen i furjer sio.
D Even

Figure 15



Good-fortune, will by shofe abide, _
In wbom, True-vertue dothrefide. 26

JrrvsTr, XXV I Bios, 2

Arke, how the Comucomas, here, apply

M “Their Plenttes, 10 the Roa of Merewry

And (ifit {eeme notacealetle) Ieame. to kaow

This Hersgivphuce’s meanung, ere you gos,

‘The Sages old, by this Mercwrian-wand

(Cadwcams nam'd) were woat to underitand

Ars, Wifedsme, ¥ ersne, and whar elfe we nnde,

Reputed for endowments of the Mnat,

Tiie Cormucovsas, weil-knowne Embiems, are,

By wbich. great oesish, and plessses, figur'd were ;

Aad(if you |oynetomhcr, whatthey ipel!)

It wiil, to ev’ty Vnderitanding, tell,

That. whete (nternad-Graces mav bc found,

Eternail-blelangs, ever, willabound.

For, this is srut5, 2nd (though fomethougits in you

Suggeft, that this is, otten times. untrue)

This, cver is the trath s and, mty havegot

Few right-form'd Vereses. wio believe it not.

1 will coofeife, true #ersse hath not ever

All Comman-siennies for wnich moit indeavour ;

Nor have tie Perfecd’R-Vertuas, thofe high pl.ac:s,

Which Kmomwicdge, Arss (and, (uch as have tne taces

Of ourward beassy) many umes, ataine ¢

For, thefe are things, which (oftenythole men gaine,

Thataremore figh.<hea (paris - and, have need

Of carnal-belpes, uill higher they proc«de

But,they, of whom I fpezice. atc Howne to high,

As, not to want thote Teves, tor which wee crye:
And, | had thown* you iomewnat of their ttore,
Bur, 1ht, this Paee, had roome to write no more. "

T

Figure 16
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Thougo Fortune, bath a poverfull Name,
Ta, Vertue overcomes the (ame.

_: S;akt.(which was by wile Anssquase
o Much us'd, the type of Predencse to be)

ItivsTa, XLVIL 2ok, 3

Hemmes in a #iseed-bad,which doth impiy,
Thar Fickle-farune, from which, none are free.
Abovethis 4d, the Snake advanceth too,
The Lawrei, andthe Sword ; which, Emuiems are,
Whareby our .furhesr maketh much adoe,
A Cinanen over Forswme, to declare.
And, weil enougn this purpote it betits,
It 7 Resdery any one of thote thou be,
Whole Forranes muit bemended by their Pits
Any. it atfords initruions fic for thee:
Foz, hence. thou mayit collet, that, no eftate
Can.by Mutiriunes means, become to bad,
But, Praaencecwhois Nufiretfe over Fate)
Mav rule 1t {o. tnar, good it mighe be made.
Though Firsnnesoutiawes, onthy Rickes prey,

By iifed.me, there is meanss, of getting more
A-~d.ev'ry rud that's placed inthv way, ’
Shall make thee walke more fafely, thea before.
Nor Poverty, not Paymes, BOT 5p1gnifwinesic,
N other M:fchiefes, that Mifchancecan doe thee,
Shail bring thee any forrow or ditreife,
Which wil not be. atlaft, advantage to thee,

Lord. give me iuch s Prudence: for my Forruge
Pats mawy tovies, and crued thraiis upenme :
Timhelve, iong tince, 18 made me 1o smportone
And. thow sad grant st, or the bad unaene me,

Stull, daigne me ey aisiflance, Lord, and. them,

Letad Misforrunes, doe she morsi they can,

A lifr,

Figure 17
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A Kir;g, tihat prudemly ((ommands,
Becomes the glory of his Lands.

ItLvsrr, XVI. 8eek.3

TheCromne-impenad, GLO RIS, fignifies:
And, by 1eeft joyn'd in one. we underttand,
A Kine, thatis 20 honour to his Lead.
A Kingamne, is not alwaics eminene,
By having Coarines of 2 large exsens
For. Peverne, and Barbarewinesjt ace tound
Ev'n infome 1arge Demsmeens, to abound :

%Ht Reyed-Scopeer, Kingily power, imopiyes;

" Nor, is it Fealsh, which gets 3 giorrose- Name

For, then, thofe Zanas would foread the wideft Fame,
From wnence we rerch the Golaand Silver-ome
Aqad, where we gather Pearies upon tie thore:
Nor. have thole Consrues highet exaltations,
Which breed the tirangett, and the Warlik{t Natioa
For, proud of their owne powre, they sometimes grow,
And quarrell, till shemieives they overthrow.
Nor, doe thechiefeit glorses, of 3 Lana,
lamany Citus, or much Pessie, ftand :
Foz,then, thoie Kingasmes, moit renowned were,
In which #ibriiitam Kimgs,and. Twentsate.,

Itis the King by wiam a Resswe 5 renowoe,
Is either builded up, or averthrowne.
By Selomsm. more t2m'd was /sdas mage,
Thin, by the Multirude of men it had :
Great diexasder, gloritied Greeree,
Throughout the World. which, elic had bene apiece
Perhaps obfeure ; Asd, Cofer added more
To Romme, then ali her greamnetle dig befare.

Gramt, Lord. s/t lles, for ever may b¢ bicifed,

Vith whas, w» 11 sar Emblem » exprajed,

By

Figure 18
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A Princes moft ennobling Parts,
) thSh!xqumcs,ud Lovess Arts.

1eevsTR, XXXIL Book, 1
ghe bleft are thev oa whom Ged hath beftowne
A King, whole ¥#tees bave spproved him
To bean Ornament unto his Thrawe,
Andasa Luftre to his Disdens,

Hee teckes not onely how to keepe in awe

His Propie, by thofe meanes that righefull are
But. doth uto himielfe, become a Law,

And. by Examele, Pious Waeves declare,

He, loveen Prace, and afier ic puriives -

Yet, if of Warre 2 jult oceafion come,

Doth nor Sedons’s Challenges retufe,

Nor feare, to beat Defyasee 0o his Drem

He is as readv, alfo, to advance

The Lid'rall 4rts,a0d from his Lands co drive
All falle Zeligrom, $chafmme, 20d Ignorance,

As otner publike orofits to conerive,

And, fuch a Pronce is 0ok a Colasi-thing,

The Glories of 2 Threne, by Chance, porleffing ;
Nor meereiy from his Perems, dotn e fpri
Bur, he is rather Gods immediate Blefimg,

If thoudefireft foch a Premcetobe,
Or.roacquiretnar Worth which may allure
Suzn Princesto vouchfafe fome Grace to thee ;
Their Kingly ¥eraes, labour to procure.
1n Mstary Practices delighe,

Not for 2 wicked, ot vaiae:glorious end ;
Lur. to mainraipe the Caufe that is upnghr,
Orthv diftrefled Coumerey to defend.
And, ftrivetbat thou, as cxceilent mayft bee
In Kaewicdge, as, thou ut inthy Degree,

True

Figure 19
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Trne Verte, whasfoere besides,
In &ll cxrreames, womeoy'd abides.

ILLvsTe, X. vk,

Hen. 10 this Eswbiem, nere, you have cipide,

Theihaveof atriangied Prremide,

And, bave obfcrved weil. thoie mightie Xackes,
Whote firme foundation bidesthe dreadiull thockes
Of angry Nemwme ; you may trereby fce,

How nrmly fetled, Fertses reail bee,
For,as the raging Seas, althoueh thev roare,
Can make no breach upoathe Rociie thore,
And, a5 2 rrue triangied Prramuar,
Stands faft, and ihewes alike,on ev'ry fide:
So, howioever Poriame. turnes o: winds,
Thofe men, which are indow'd with vertuous minds,
It is imporfible, todrive tnem trom
Thofe Fermes,ot Statsss,which thofe minds becorne.
And, as the raging Ses, with foming tarears,
Againtt the Recaie-thore, bat vaineiy bears;
So, Eeve ihall in vaise, loud bluftringe make,
When verrous retolutions they would thake,
For, Vertme, winich reccives an overthrow,
\Vas ¥ ertwe, 0ot smaeed, but in the thew,
So farream §, oh Lers ! from laving ciaime
To have this Fereme, that, | doe but avme
At fuch perradion 1 .and, can come no nigher
As yer, than to obeaine it in aerire.
But, fixe thou io, this weake defire of mine,
Vpon the #ersses of thy Rogke divine,
That 7, and chat igvaivable Stene,
May beeincorporarea into One :
And, then, 1t will bee newtiver thime, nor pride,
To {ay, my Pervees, wiil unmov'd abide.

The -

Figure 20
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