Edited by David Bevington and David Scott Kastan
THE NEW BANTAM SHAKESPEARE



William Shakespeare

A

THE TEMPEST

Edited by
David Bevington
and
David Scott Kastan

¥

B ANTAM CLAS STIZC



THE TEMPEST
A Bantam Book [/ published by arrangement with Pearson Education, Inc.

PUBLISHING HISTORY
Scott, Foresman edition published January 1980
Bantam edition, with newly edited text and substantially revised, edited, and
amplified notes, introduction, and other materials / February 1988

Bantam reissue with updared notes, introduction, and other materials /
February 2006

Published by Banram Dell
A Division of Random House, Inc.

New York, New York

All rights reserved
Copyright © 2004 by Pearson Educartion, Inc.
Cover art copyright © 1988 by Mark English
This edition copyright © 2006 by Bantam Books
Revisions and annotations to Shakespeare text and its footnotes and textual
notes, Shakespeare's Sources essay and nores for the source, and the play
introduction © 1988, 2006 by David Bevingron
The Playhouse text © 1988 by David Bevington
The Tempest, On Stage and On Screen, © 1988, 2006 by David Bevington and
David Scort Kastan
Memorable lines © 1988, 2006 by Bantam Books
Annotated bibliography © 1988, 2006 by David Scott Kastan and James Shapiro

Valuable advice on staging matters has been provided by Richard Hosley
Collations checked by Eric Rasmussen
Additional editorial assistance by Claire McEachern

Book design by Virgima Norey

Library of Congress Catalog Card Number: 87-23194

If you purchased this book without a cover, you should be aware that this book
is stolen property. It was reported as “unsold and destroyed” to the publisher,
and neither the author nor the publisher has received any payment for this
“stripped book.”

Bantam Books and the rooster colophon are registered trademarks of
Random House, Inc.

ISBN-10: 0-553-21307-5
ISBN-13: 978-0-553-21307-2

Printed in the United States of America
Published simultaneously in Canada

OPM 28 27 26 25 24 13 11 1l




PR

William Shakespeare was born in Stratford-upon-Avon in
April 1564, and his birth is traditionally celebrated on April 23.
The facts of his life, known from surviving documents, are sparse.
He was one of eight children born to John Shakespeare, a mer-
chant of some standing in his community. William probably went
to the King’s New School in Stratford, but he had no university
education. In November 1582, at the age of eighteen, he married
Anne Hathaway, eight years his senior, who was pregnant with
their first child, Susanna. She was born on May 26, 1583. Twins,
a boy, Hamnet (who would die at age eleven), and a girl, Judith,
were born in 1585. By 1592 Shakespeare had gone to London,
working as an actor and already known as a playwright. A rival
dramatist, Robert Greene, referred to him as “an upstart crow,
beautified with our feathers.” Shakespeare became a principal

shareholder and playwright of the successful acting troupe, the
Lord Chamberlain’s Men (later, under James I, called the King’s

Men). In 1599 the Lord Chamberlain’s Men built and occupied
the Globe Theatre in Southwark near the Thames River. Here
many of Shakespeare’s plays were performed by the most famous
actors of his time, including Richard Burbage, Will Kempe, and
Robert Armin. In addition to his 37 plays, Shakespeare had a
hand in others, including Sir Thomas More and The Two Noble
Kinsmen, and he wrote poems, including Venus and Adonis and
The Rape of Lucrece. His 154 sonnets were published, probably
without his authorization, in 1609. In 1611 or 1612 he gave up
his lodgings in London and devoted more and more of his time to
retirement in Stratford, though he continued writing such plays

as The Tempest and Henry VIII until about 1613. He died on
April 23, 1616, and was buried in Holy Trinity Church, Stratford.
No collected edition of his plays was published during his life-
time, but in 1623 two members of his acting company, John
Heminges and Henry Condell, put together the great collection
now called the First Folio.



INTRODUCTION
A

Shakespeare creates in The Tempest a world of the imagina-
tion, a place of conflict and ultimately of magical rejuvenation,
like the forests of A Midsummer Night's Dream and As You Like It.
The journey to Shakespeare’s island is to a realm of art where
everything is controlled by the artist figure. Yet the journey is
no escape from reality, for the island shows people what they
are, as well as what they ought to be. Even its location juxta-
poses the “real” world with an idealized landscape: like Plato’s
New Atlantis or Thomas More’s Utopia, Shakespeare’s island is
to be found both somewhere and nowhere. On the narrative
level, it is located in the Mediterranean Sea. Yet there are over-
tones of the New World, the Western Hemisphere, where
Thomas More had situated his island of Utopia. Ariel fetches
dew at Prospero’s command from the “Bermudas” (1.2.230).
Caliban when prostrate reminds Trinculo of a “dead Indian”
(2.2.33) who might be displayed before gullible crowds eager to
see such a prodigious creature from across the seas, and Caliban’s
god, Setebos, was, according to Richard Eden’s account of
Magellan’s circumnavigation of the globe (in History of Travel,
1577), worshiped by South American natives. An inspiration
for Shakespeare’s story (for which no direct literary source is
known) may well have been various accounts of the shipwreck
in the Bermudas in 1609 of the Sea Venture, which was carrying
settlers to the new Virginian colony. Shakespeare borrowed
details from Sylvester Jourdain’s A Discovery of the Bermudas,
Otherwise Called the Isle of Devils, published in 1610, and from
William Strachey’s A True Reportory of the Wreck and Redemp-
tion . . . from the Islands of the Bermudas, which Shakespeare
must have seen in manuscript since it was not published until
after his death. He wrote the play shortly after reading these
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works, for The Tempest was acted at court in 1611. He may also
have known or heard of various accounts of Magellan’s circum-
navigation of the world in 1519-1522 (including Richard
Eden’s shortened English version, as part of his History of Travel,
of an Italian narrative by Antonio Pigafetta), Francis Fletcher’s
journal of Sir Francis Drake’s circumnavigation in 1577-1580,
Richard Rich’s News from Virginia (1610), and still other poten-
tial sources of information. Shakespeare’s fascination with the
Western Hemisphere gave him, not the actual location of his
story, which remains Mediterranean, but a state of mind associ-
ated with newness and the unfamiliar. From this strange and un-
known place, we gain a radical perspective on the old world of
European culture. Miranda sees on the island a “new world” in
which humankind appears “brave” (5.1.185), and, although her
wonder must be tempered by Prospero’s rejoinder that * "Tis new
to thee” (line 186) and by Aldous Huxley’s still more ironic use
of her phrase in the title of his satirical novel Brave New World,
the island endures as a restorative vision. Even though we expe-
rience it fleetingly, as in a dream, this nonexistent realm assumes
a permanence enjoyed by all great works of art.

Prospero rules autocratically as artist-king and patriarch over
this imaginary world, conjuring up trials and visions to test peo-
ple’s intentions and awaken their consciences. To the island
come an assortment of persons who, because they require varied
ordeals, are separated by Prospero and Ariel into three groups:
King Alonso and those accompanying him; Alonso’s son,
Ferdinand; and Stephano and Trinculo. Prospero’s authority
over them, though strong, has limits. As Duke of Milan, he was
bookishly inattentive to political matters and thus vulnerable to
the Machiavellian conniving of his younger brother, Antonio.
Only in this world apart, the artist’s world, do his powers derived
from learning find their proper sphere. Because he cannot con-
trol the world beyond his isle, he must wait tor “strange, bounti-
ful Fortune, / Now my dear lady” (1.2.179-80) to bring his
enemies near his shore. He eschews, moreover, the black arts of
diabolism. His is a white magic, devoted ultimately to what he
considers moral ends: rescuing Ariel from the spell of the witch
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Sycorax, curbing the appetite of Caliban, spying on Antonio
and Sebastian in the role of Conscience. He thus comes to see
Fortune’s gift of delivering his enemies into his hands as an op-
portunity for him to forgive and restore them, not be revenged.

Such an assumption of godlike power is close to arrogance,
even blasphemy, for Prospero is no god. His chief power, learned
from books and exercised through Ariel, is to control the ele-
ments so as to create illusion—of separation, of death, of the
gods’ blessing. Yet, since he is human, even this power is an im-
mense burden and temptation. Prospero has much to learn, like
those whom he controls. He must subdue his anger, his self-pity,
his readiness to blame others, his domineering over Miranda.
He must overcome the vengeful impulse he experiences toward
those who have wronged him, and he must conquer the longing
many a father feels to hold on to his daughter when she is de-
sired by another man. He struggles with these problems through
his art, devising games and shows in which his angry self-pity
and jealousy are transmuted into playacting scenes of divine
warning and forgiveness toward his enemies and watchful
parental austerity toward Miranda and Ferdinand. Prospero’s
responsibilities cause him to behave magisterially and to be re-
sented by the spirits of the isle. His authority is problematic to us
because he seems so patriarchal, colonialist, even sexist and
racist in his arrogating to himself the right and responsibility to
control others in the name of values they may not share. Ariel
longs to be free of this authority. Perhaps our sympathy for
Prospero is greatest when we perceive that he, too, with mixed
feelings of genuine relief and melancholy, is ready to lay aside
his demanding and self-important role as creative moral intelli-
gence.

Alonso and his court party variously illustrate the unre-
generate world left behind in Naples and Milan. We first see
them on shipboard, panicky and desperate, their titles and fi-
nery mocked by roaring waves. Futile ambition seems destined
for a watery demise. Yet death by water in this play is a trans-
figuration rather than an end, a mystical rebirth, as in the re-
generative cycle of the seasons from winter to summer. Ariel
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suggests as much in his song about a drowned father: “Those are
pearls that were his eyes. / Nothing of him that doth fade / But
doth suffer a sea change / Into something rich and strange”
(1.2.402-5). Still, this miracle is not apparent at first to those
who are caught in the illusion of death. As in T. S. Eliot’s The
Waste Land, which repeatedly alludes to The Tempest, selt-blinded
human beings fear a disaster that is ironically the prelude to
reawakening.

The illusions created on the island serve to test these imper-
fect men and to make them reveal their true selves. Only
Gonzalo, who long ago aided Prospero and Miranda when they
were banished from Milan, responds afirmatively to illusion. In
his eyes, their having been saved from drowning is a miracle:
they breathe fresh air, the grass is green on the island, and their
very garments appear not to have been stained by the salt water.
His ideal commonwealth (2.1.150-71), which Shakespeare
drew in part from an essay by Montaigne, postulates a natural
goodness in humanity and makes no allowance for the darker
propensities of human behavior, but at least Gonzalo’s cheerful-
ness is in refreshing contrast to the jaded sneers of some of his
companions. Sebastian and Antonio react to the magic isle, as
to Gonzalo’s commonwealth, by cynically retusing to believe in
miracles. They scoff at Gonzalo for insistently looking on the
bright side; if he were to examine his supposedly unstained
clothes more carefully, they jest, he would discover that his
pockets are filled with mud. Confident that they are unob-
served, they seize the opportunity afforded by Alonso’s being
asleep to plot a murder and political coup. This attempt is not
only despicable but also madly ludicrous, for they are all ship-
wrecked and no longer have kingdoms over which to quarrel.
Even more ironically, Sebastian and Antonio, despite their in-
solent belief in their self-sufficiency, are being observed. The
villains must be taught that an unseen power keeps track of
their misdeeds. However presumptuous Prospero may be to as-
sume through Ariel’s means the role of godlike observer, he does
awaken conscience and prevent murder. The villains may revert
to type when returned to their usual habitat, but even they are
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at least briefly moved to an awareness of the unseen (3.3.21-7).
Alonso, more worthy than they, though burdened, too, with sin,
responds to his situation with guilt and despair, for he assumes
that his son Ferdinand’s death is the just punishment of the gods
for Alonso’s part in the earlier overthrow of Prospero. Alonso
must be led, by means of curative illusions, through the purga-
tive experience of contrition to the reward he thinks impossible
and undeserved: reunion with his lost son.

Alonso is thus, like Posthumus in Cymbeline or Leontes in
The Winter’s Tale, a tragicomic hgure—sinful, contrite, forgiven.
Alonso’s son Ferdinand must also undergo ordeals and visions
devised by Prospero to test his worth, but more on the level of
romantic comedy. Ferdinand is young, innocent, and hopeful,
well matched to Miranda. From the start, Prospero obviously
approves of his prospective son-in-law. Yet even Prospero, need-
ing to prepare himself for a lite in which Miranda will no longer
be solely his, is not ready to lay aside at least the comic hiction of
parental opposition. He invents difhculties, imposes tasks of log-
bearing (like those assigned Caliban), and issues stern warnings
against premarital lust. In the comic mode, parents are expected
to cross their children in matters of the heart. Prospero is so con-
vincing in his role of overbearing parent, insisting on absolute
unthinking obedience from his daughter, that we remain unsure
whether he is truly like that or whether we are meant to sense in
his performance a grappling with his own deepest feelings of
possessiveness and autocratic authority, tempered finally by his
awareness of the arbitrariness of such a role and his readiness to
let Miranda decide for herself. As a teacher of youth, moreover,
Prospero is convinced by long experience that prizes too easily
won are too lightly esteemed. Manifold are the temptations urg-
ing Ferdinand to surrender to the natural rhythms of the isle as
Caliban would. In place of ceremonies conducted in civilized
societies by the church, Prospero must create the illusion of cere-
mony by his art. The betrothal of Ferdinand and Miranda ac-
cordingly unites the best of both worlds: the natural innocence
of the island, which teaches them to avoid the corruptions of
civilization at its worst, and the higher law of nature achieved



X1l INTRODUCTION

through moral wisdom at its best. To this marriage, the god-
desses Iris, Ceres, and Juno bring promises of bounteous harvest,
“refreshing showers,” celestial harmony, and a springtime
brought back to the earth by Proserpina’s return from Hades
(4.1.76=117). In Ferdinand and Miranda, “nurture” is wedded
to “nature.” This bond unites spirit and flesh, legitimizing erotic
pleasure by incorporating it within Prospero’s vision of a cosmic
moral order.

At the lowest level of this traditional cosmic and moral
framework, in Prospero’s view, are Stephano and Trinculo. Their
comic scenes juxtapose them with Caliban, for he represents
untutored Nature, whereas they represent the unnatural depths
“to which human beings brought up in civilized society can fall.
In this they resemble Sebastian and Antonio, who have learned
in supposedly civilized Italy arts of intrigue and political murder.
The antics of Stephano and Trinculo burlesque the conduct
of their presumed betters, thereby exposing to ridicule the self-
deceptions of ambitious men. The clowns desire to exploit the
natural wonders of the isle by taking Caliban back to civili-
zation to be shown in carnivals or by plying him with strong
drink and whetting his resentment against authority. These
plottings are in vain, however, for, like Sebastian and Antonio,
the clowns are being watched. The clowns teach Caliban to cry
out for “freedom” (2.2.184), by which they mean license to do as
one pleases, but are foiled by Ariel as comic nemesis. Because
they are degenerate buffoons, Prospero as satirist devises for them
an exposure that is appropriately humiliating and satirical.

[n contrast with them, Caliban is in many ways a sympa-
thetic character. His sensitivity to natural beauty, as in his de-
scriptions of the “nimble marmoset” or the dreaming music he
so often hears (2.2.168; 3.2.137-45), is entirely appropriate to
this child of nature. He is, to be sure, the child of a witch and is
called many harsh names by Miranda and Prospero, such as
“Abhorred slave” and “a born devil, on whose nature / Nurture
can never stick” (1.2.354; 4.1.188-9). Yet he protests with some
justification thart the island was his in the first place and that
Prospero and Miranda are interlopers. His very existence calls
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radically into question the value of civilization, which has
shown itself capable of limitless depravity. What profit has
Caliban derived from learning Prospero’s language other than,
as he puts it, to “know how to curse” (1.2.367)7 With instinctive
cunning, he senses that books are his chief enemy and plots to
destroy them first in his attempt at rebellion. The unspoiled nat-
ural world does indeed offer civilization a unique perspective on
itself. In this it resembles Gonzalo's ideal commonwealth, which,
no matter how laughably implausible from the cynic’s point
of view, does at least question some assumptions—economic,
political, and social—common in Western societies.

Radical perspectives of this kind invite consideration of
many unsettling questions about exploration, colonialist empire
building, and sexual imperialism. The fleeting comparison of
Caliban to an indigenous native (2.2.33), although ignored in
stage productions of the play until the late nineteenth cenrtury,
suggests a discourse on colonialism in The Tempest that antici-
pates to a remarkable degree a doleful history of exploitation, of
providing rum and guns to the natives, and of taking away land
through violent expropriation in the name of bringing civili-
zation and God to the New World. Stephano and Trinculo,
pouring wine down Caliban’s throat and thus reducing him
to a worshiping slave, show exploitation at its worst, but surely
the play allows us to wonder also if Prospero’s enslavement of
Caliban, however high-minded in its claims of preventing disor-
der and rape, is not tainted by the same imperatives of posses-
sion and control. The issue is wonderfully complex. Caliban is a
projection of both the naturally depraved savage described in
many explorers’ accounts and the nobly innocent savage de-
scribed by Montaigne. By dramatizing the conflict without tak-
ing sides, Shakespeare leaves open a debate about the worth of
Prospero’s endeavor to contain Caliban’s otherness and pro-
duces an ambivalent result in which the apparent victory of
colonialism and censorship does not entirely conceal the con-
tradictory struggle through which those values are imposed. The
play’s many open-ended questions apply not only to the New
World but also, nearer at hand, to Ireland—an island on the
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margins of Britain that was regarded as both savage and threat-
ening.

The play’s discourse also raises issues of class and political
justice. The battle between Prospero and Caliban is one of
“master” and “man” (2.2.183); even if Caliban’s cry of “free-
dom” leads him only into further enslavement by Stephano and
Trinculo (who are themselves masterless men), the play does
not resolve the conflict by simply reimposing social hierarchy.
Caliban, Stephano, and Trinculo are all taught a lesson and are
satirically punished for their rebellious behavior, but Caliban at
least is pardoned and is left behind on the island at the play’s
end where presumably he will no longer be a slave. In political
terms, Prospero resolves the long-standing hostilities between
Milan and Naples by his astute arranging of the betrothal of
Miranda to Ferdinand. However much it is idealized as a roman-
tic match presided over harmoniously by the gods, it is also a po-
litical union aimed at bringing together the ruling families of
those two city-states. Prospero’s masque, his ultimate vision of
the triumph of civilization, transtorms the myth of the rape of a
daughter (Proserpina) in such a way as to preserve the daugh-
ter’s chaste honor in a union that will repair the political and
social damage donce by the ouster of Prospero from his duke-
dom of Milan. For these reasons, the betrothal of Ferdinand and
Miranda must have seemed politically relevant to Shakespeare’s
audience when The Tempest was performed before King James at
Whitehall in November of 1611 and then again at court in 1613
in celebration of the marriage of James’s daughter Elizabeth to
Frederick, the Elector Palatine.

The play’s ending is far from perfectly stable. Antonio never
repents, and we cannot be sure what the island will be like once
Prospero has disappeared from the scene. Since Prospero’s occu-
pation of the island replicates in a sense the process by which he
himself was overthrown, we cannot know when the cycle of revo-
lution will ever cease. We cannot even be sure of the extent to
which Shakespeare is master of his own colonial debate in The
Tempest or, conversely, the extent to which today we should feel
ourselves free to relativize, ironize, or in other ways criticize this
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play for apparent or probable prejudices. Not even a great au-
thor like Shakespeare can escape the limits of his own time, any
more than we can escape the limits of our own. Perhaps we can
nonetheless project ourselves, as spectators and readers, into
Shakespeare’s attempt to celebrate humanity’s highest achieve-
ment in the union of the island with the civilized world.
Miranda and Ferdinand have bright hopes for the future, even if
those hopes must be qualified by Prospero’s melancholic obser-
vation that the “brave new world” with “such people in't” is
only “new to thee,” to those who are young and not yet experi-
enced in the world’s vexations. Even Caliban may be at last rec-
onciled to Prospero’s insistent idea of a harmony between will
and reason, no matter how perilously and delicately achieved.
Prospero speaks of Caliban as a “thing of darkness I / Acknowledge
mine,” and Caliban vows to “be wise hereafter / And seek for
grace” (5.1.278-9, 298-9). Prospero’s view is that the natural
human within is more contented, better understood, and more
truly free when harmonized with reason.

Caliban is a part of humanity; Ariel is not. Ariel can com-
prehend what compassion and forgiveness would be like, “were |
human™ (5.1.20), and can take good-natured part in Prospero’s
designs to castigate or reform his fellow mortals, but Ariel longs
to be free in quite another sense from that meant by Caliban.
Ariel takes no part in the final integration of human society.
This spirit belongs to a magic world of song, music, and illusion
that the artist borrows for his use but that exists eternally out-
side of him. Like the elements of air, earth, fire, and water in
which it mysteriously dwells, this spirit is morally neutral but in-
credibly vital. From it the artist achieves powers of imagination,
enabling him to bedim the noontide sun or call forth the dead
from their graves. These visions are illusory in the profound
sense that all life is illusory, an “insubstantial pageant” melted
into thin air (4.1.150-5). Prospero the artist cherishes his own
humanity, as a promise of surcease from his labors. Yet the arti-
fact created by the artist endures, existing apart from time and
place, as does Ariel: “Then to the elements / Be free, and fare
thou well!” (5.1.321-2). No doubt it is a romantic fiction to
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associate the dramatist Shakespeare with Prospero’s farewell to
his art, but it is an almost irresistible idea, because we are so
moved by the sense of completion and yet humility, the exulta-
tion and yet the calm contained in this leave taking.

As though to demonstrate the summation of his artistry as
magician-poet in what he may indeed have designed as his
tarewell to the stage, Shakespeare puts on a dazzling display of
the verbal artistry for which he had already become famous. His
command of blank verse is, by this time, more flexible and pro-
tean than ever before, with a marked increase in run-on lines,
caesuras in mid line, the sharing of blank verse lines between
two or more speakers, feminine endings, and other features of
the late Shakespearean style. The play is notable for its bravura
passages, such as those that begin “Our revels now are ended”
(4.1.148-58) and “Ye elves of hills” (5.1.33-57). With its open-
ing storm scene and its solemn shows and masques—the “several
strange shapes” bringing in a banquet and the appearance of
Ariel “like a harpy” in 3.3, the masque of Iris, Ceres, and Juno in
4.1, and Prospero’s confining the Neapolitans to a charmed cir-
cle in 5.1—The Tempest presents itself as a tour de force of
spectacle and grandeur in which all of these dazzling events are
also astutely interrupted by the resurgence of human appetite
and by satiric correction. At every turn the drama manifests a
deft compression of time and event. The tone is masterfully as-
sured, in prose as in verse. Images of a dreamlike world come
together in a remarkable amalgam whereby the characters par-
ticipate in a fluid world that moves through them even as they
move through it, becoming one with the tempest of time.
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ON STAGE
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Mark Twain once joked that Shakespeare’s plays were not by
Shakespeare but by another author of the same name. His joke
might, with a slight alteration, be applied to the performance
history of The Tempest. Something called The Tempest has never
failed to delight audiences, but from the mid-seventeenth until
the late eighteenth century what audiences saw was truly an-
other play of the same name. Adaptation began shortly after
Shakespeare’s death, if not before. His own play had been acted
before King James by Shakespeare’s acting company, the King’s
Men, on November 1, 1611, and in the winter of 1612-1613
“before the Princess’ Highness the Lady Elizabeth and the
Prince Palatine Elector” in honor of their betrothal. Scholars
have argued, though without much evidence, that Shakespeare
composed the masque in act 4 especially for this occasion; it he
did, the process of musical elaboration began early and with his
own imprimatur. More likely, the short play we have, masque
and all, was written to be acted in late 1611 and afterward at the
Globe Theatre, at the Blackfriars playhouse, and at court when
the King so wished. Dr. Simon Forman, who recorded in his
journal that he saw Cymbeline and The Winter’s Tale in 1611,
does not mention The Tempest. In any event, the King’s Men
were soon performing a fanciful reply to Shakespeare’s play, by
John Fletcher, called The Sea Voyage (1622), and in 1667 the
theater in Lincoln’s Inn Fields, London, staged a production of
The Tempest as altered by William Davenant and John Dryden.

This version of The Tempest was a great success. Diarist
Samuel Pepys saw it eight times between 1667 and 1669, more
times than any other Shakespeare play he saw except Macbeth,
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and bestowed on it his warmest praise: in January of 1669 he
wrote that he “could not be more pleased almost in a comedy,”
and later that same year he declared it “the most innocent play
that ever | saw.” The authors’ success lay in appealing to the
tastes of their age for symmetry. Davenant hit on the idea that
Shakespeare’s story of a young woman (Miranda) who has never
seen a man could be paired with that of a young man who
has never seen a woman. “By this means,” wrote Davenant after-
ward, “those two characters of innocence and love might the
more illustrate and commend each other.”

The added counterplot is thus a mirror of the main plot.
Long ago, the story goes, Prospero brought with him to the
island the young Duke of Mantua, named Hippolito, and
has kept him secluded in a remote cave where, improbably
enough, he has never seen Miranda—or her sister Dorinda.
When Hippolito does see Dorinda for the first time, in a
scene that parallels Miranda’s first encounter with Ferdinand,
Hippolito’s male response is to want her and all beautiful
women besides, and so he quarrels with Ferdinand and is seem-
ingly killed by him. For this offense Ferdinand is condemned to
death by Prospero, until Hippolito is revived by Ariel’s aid and
goes on to join the other three lovers in a predictable con-
tretemps of jealousies and misplaced affections. Caliban, mean-
while, has a sister, Sycorax, and Ariel has a fellow-spirit named
Milcha. The broadly comic plot of Stephano, Trinculo, and
Caliban is enlarged into a quarrel for royal supremacy among
Stephano, Mustacho, and Ventoso on the one hand and
Trincalo (i.e., Trinculo), Caliban, and Sycorax on the other,
with pointed satirical application to the recent factionalism of
England’s mid-century civil war.

With its many songs, Shakespeare’s The Tempest was an obvi-
ous candidate for operatic treatment. Thomas Shadwell’s The
Tempest (produced in 1673, published the following year) re-
tains the plot symmetries of Davenant and Dryden, including
the topical satire directed at civil strife, while adding sub-
stantially to the music and spectacle. Shadwell gives an en-
larged part to Milcha so that she and Ariel can sing together
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and dance a saraband. At the dramatic moment when Prospero
sets Ariel and then Milcha free, “both fly up and cross in the
air.” When Ariel sings “Come unto these yellow sands,” as in
Shakespeare (1.2.378-390), Milcha answers with “Full fathom
five” (11.400-407). Together they sing an added song, “Dry those
tears which are o'erflowing.” The musical settings by Pietro
Reggio, Matthew Locke, and Pelham Humphrey were of a high
order, and the standard remained high when, later in the cen-
tury, the songs were reset to music by Henry Purcell and others.

Scenic and musical splendor prevails everywhere in
Shadwell’s opera. It opens with an overture, a rising curtain, and
the discovery of a noble arched frontispiece supported by
Corinthian columns wreathed in roses. Several Cupids fly about
them. The allegorical figure of Fame appears; angels hold the
royal arms of England. Behind the arch lies the menacing scene,
a sky darkened by storm clouds, a coast strewn with rocks, a
troubled sea in continual motion. Frightful spirits fly among the
terrorized sailors. When the ship begins to sink, “the whole house
is darkened, and a shower of fire falls upon 'em”—presumably
the sailors, not the audience. Lightning flashes and thunder
sounds. Thereupon, “in the midst of the shower of fire, the scene
changes. The cloudy sky, rocks, and sea vanish, and, when the
lights return, discover that beautiful part of the island which was
the habitation of Prospero. "Tis composed of three walks of cy-
press trees. Each sidewalk leads to a cave, in one of which
Prospero keeps his daughters, in the other Hippolito. The mid-
dle walk is of great depth, and leads to an open part of the is-
land.” Possibly the effect of darkness was achieved by the
shutting of flats (theatrical scenery), or the removal and then re-
turn of hanging candle-tixtures, or both.

Later in the opera, according to the contemporary account
of John Downes, the audience sees one of Ariel’s spirits “flying
away with a table furnished out with fruits, sweetmeats, and all
sorts of viands, just when Duke Trinculo and his companions
were going to dinner.” A masque of Furies, introduced by
Dryden in 1667, is much enlarged by Shadwell with allegorical
figures such as Pride, Fraud, Rapine, and Murder. A concluding



