
George Washington University

Ariel and the Masque in The Tempest
Author(s): Irwin Smith
Source: Shakespeare Quarterly, Vol. 21, No. 3 (Summer, 1970), pp. 213-222
Published by: Folger Shakespeare Library in association with George Washington University
Stable URL: http://www.jstor.org/stable/2868699 .

Accessed: 11/01/2014 12:24

Your use of the JSTOR archive indicates your acceptance of the Terms & Conditions of Use, available at .
http://www.jstor.org/page/info/about/policies/terms.jsp

 .
JSTOR is a not-for-profit service that helps scholars, researchers, and students discover, use, and build upon a wide range of
content in a trusted digital archive. We use information technology and tools to increase productivity and facilitate new forms
of scholarship. For more information about JSTOR, please contact support@jstor.org.

 .

Folger Shakespeare Library and George Washington University are collaborating with JSTOR to digitize,
preserve and extend access to Shakespeare Quarterly.

http://www.jstor.org 

This content downloaded from 137.140.1.131 on Sat, 11 Jan 2014 12:24:41 PM
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/action/showPublisher?publisherCode=folger
http://www.jstor.org/action/showPublisher?publisherCode=gwu
http://www.jstor.org/stable/2868699?origin=JSTOR-pdf
http://www.jstor.org/page/info/about/policies/terms.jsp
http://www.jstor.org/page/info/about/policies/terms.jsp


Arie and the Masque in The Tempest 

IRWIN SMITH 

HILE watching the graceful dance of Reapers and Nymphs 
in the fourth act of The Tempest, "Prospero starts sodainly 
and speakes": 

I had forgot that foule conspiracy 
Of the beast Calliban, and his confederates 
Against my life: the minute of their plot 
Is almost come.... 

He summons Ariel. 

Come with a thought; I thank thee Ariell: come. 
Enter Ariell. 

Jr. Thy thoughts I cleave to, what's thy pleasure? 
Pro. Spirit: We must prepare to meet with Caliban. 
Ar. I my Commander, when I presented Ceres 

I thought to have told thee of it, but I fear'd 
Least I might anger thee.' 

"When I presented Ceres". In this casual fashion, in a subordinate clause 
four words long, Ariel tells of having enacted the role of Ceres in the masque 
recently ended.2 His remark easily escapes attention. It did in fact escape the 
attention of Horace Howard Furness and the editors and critics whom he 
quoted in his New Variorum Edition of the play (i892); for while Furness 
devoted nearly twelve large pages of small type to the opinions of sixty- 
seven scholars on the subject of "most busie lest" (III. i. I5), he devoted not 
one word to the subject of "when I presented Ceres". 

Ariel's words have attracted somewhat more critical attention since that 
time, with scholars generally skeptical of the theory that Ariel doubled as 
Ceres. Thus Sir Walter W. Greg considers it "improbable . . . that because 
Ariel says he presented Ceres, the parts were in fact doubled."3 Sir Edmund 
K. Chambers says that "'presented' need mean no more than that Ariel 
stage-managed the show,"4 and Professor Frank Kermode suggests that Ariel 
may have played the part of Iris, and, as "presenter" of the masque, have intro- 
duced Ceres.5 But a careful examination of the scene as a whole leads to a 

1 All Shakespearian quotations in the body of the text are from the First Folio; but the long 
quotation at the end, which seeks to reconstruct the scene as it was before the masque was 
intruded, makes use of the text edited by G. L. Kittredge (The Complete Works of Shakespeare, 
Boston, 1936). All line numbers are from Kittredge. 

2 This paper is an expansion of the author's brief essay entitled "Ariel as Ceres", printed 
under Queries and Notes in SQ, IX (1958), 430-432. 

3MLR, XVII, 179. 
4 "The Intcgrity of The Tempest", RES, I (2925), 142. But Ariel did not stage-manage the 

show. If anyone did so, that person was Iris. 
6 The Arden Edition of The Tempest, p. 105. 
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2I4 SHAKESPEARE QUARTERLY 

strong presumption that in this context "presented" does in fact mean "en- 
acted", that Ariel did in fact double as Ceres, and that his enactment of the 
second role, by necessitating two changes of costume and the time to make 
them,6 has had a pronounced effect upon the structure of the scene, and lends 
fresh support to the conjecture that the masque was inserted in the play as an 
afterthought. 

Quite apart from the Ariel-Ceres complication, the scene has already pro- 
vided some intimations that the masque was not a part of the play as originally 
written. It was not at all what Prospero had in mind when he gave his in- 
structions to Ariel about bestowing some vanity of his art upon the eyes of 
Miranda and Ferdinand (IV. i. 37-47): 

Pro.... Goe bring the rabble 
(Ore whom I give thee powre) here, to this place 
Incite them to quicke motion, for I must 
Bestow upon the eyes of this yong couple 
Some vanity of mine Art: it is my promise, 
And they expect it from me. 

Ar. Presently? 
Pro. I: with a twincke. 
Ar. Before you can say come, and goe, 

And breathe twice; and cry, so, so 
Each one tripping on his Toe, 
Will be here with mop, and mowe. 

Prospero plainly intended that a rabble of dancers should enter immediately, 
brought by Ariel and under his power. But that is not what happens. No one 
enters with a twink, nor until twelve lines later; and when there is an en- 
trance, it is not that of dancers nor a rabble, but of a sedate and solitary 
goddess. 

In the meantime, Prospero has given Ariel a new command (57-58): 

Now come my Ariell, bring a Corolary, 
Rather then want a Spirit. 

But Ariel does not come. Iris enters instead. With no warning at all to 
Prospero or the audience, the masque has intervened. Ceres joins Iris after an 
interval of sixteen lines, and Juno follows Ceres after twenty-six lines more, 
none of the goddesses being brought by Ariel, and certainly not in Ariel's 
power. No dancers will enter until ninety lines after Prospero ordered Ariel 
to bring them instantly; and when they do come, they will have been sum- 
moned by Iris at Juno's command (line I31), not by Ariel. As for Ariel 
himself, instead of ushering in the performers and managing the show, he enacts 
the part of Ceres. Whatever else the masque may be, it is not an exhibition 
of Prospero's art. Nothing turns out as he planned it. Those whom he summoned 
do not enter, and those who enter have not been summoned. The dissimilarity 
between prediction and performance is so marked as to raise the presumption 
that the masque of the Folio text is not what Shakespeare, any more than 
Prospero, originally intended. 

6 My attention was first directed to the effect of the costume changes by John Dover Wilson' 
in the Cambridge New Shakespeare edition of the play. 
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ARIEL AND THE MASQUE IN THE TEMPEST 2I5 

Other displacements in the text, both before the masque and after it, arise 
from Ariel's having been called upon to play the part of Ceres in addition 
to his own. His doubling was necessary for two reasons. First, the company was 
probably faced with a shortage of boys capable of taking women's parts; it 
presumably had no more than six or seven such boys,7 and, what with Miranda 
and Iris and Ceres and Juno and an indefinite number of dancing nymphs, 
its resources of boy-power were seriously overstrained. 

Secondly, the role of Ceres called for a boy actor with a good singing voice, 
for Ceres has the longer of the two songs in the masque; and the boy who 
played Ariel had such a voice, doubtless the best soprano voice in the troupe, 
as evidenced by his being given all the solos in the play except Juno's four-line 
song and the earthier pieces sung in men's voices by Stephano and Caliban; 
for it is Ariel who sings "Come unto these yellow sands" and "Full fadom five 
thy Father lies" in I. ii, "While you here do snoaring lie" in II. i, and "Where 
the Bee sucks, there suck I" in V. i. Once the masque was decided upon, the 
King's Men found that they had little freedom of choice in the casting of 
Ceres. 

Ariel's doubling forced him to change from his own garb to Ceres' robes 
and wig before his entrance in the masque, and back to his own costume when 
the masque was over.8 Time for both these changes had to be provided, and 
the manner of its providing suggests in both instances that the time allowances 
were imposed upon a text that made no such provision as originally written. 

To gain time for the first change, Prospero dismisses Ariel without explana- 
tion at lines 49-50. Only a few seconds earlier he was ordering him to bring 
the rabble immediately; but now, in a sudden unmotivated reversal of plans, 
he tells him to wait: 

doe not approach 
Till thou do'st heare me call. 

Ar. Well: I conceive. Exit. 

Ariel is thus sent from the stage, free to go to the tiring-house. Prospero turns 
back to Ferdinand. He has previously given him a sermon on the subject of 
premarital incontinency and has received Ferdinand's promise of abstinence 
(14-31); but now, after an interval of only about a minute, he brings the subject 
up again; he renews his warnings, and Ferdinand renews his pledge. The 

7 Cf. G. E. Bentley, Shakespeare and His Theatre (i964), p. 41. 
8 Ariel makes several costume changes during the course of the play. Presumably he makes 

his first appearance in an attire that suggests his character as "an ayrie spirit". At I. ii. 3i6 he 
is dressed "like a water-Nymph". At I. ii. 374 he wears a conventional robe of invisibility, and 
probably he remains invisible until III. iii. 52, when he enters in the likeness of a harpy, with 
wings that can be clapped upon a table. He may have changed back into his first dress at 
IV. i. 33. He enters in the robes of Ceres at IV. i. 75, and again wears his cloak of invisibility 
at IV. i. i63. He probably remains invisible throughout the rest of the play. 

The most elaborate of the changes-to and from the dress and wings of the harpy-are made 
in 52 and 6o lines respectively. Adequate time seems to have been allowed for all changes except 
the first, for which only twelve lines are provided; and that first change is open to suspicion 
of error for other reasons as well as inadequate time. Prospero has told Ariel to dress like a 
nymph of the sea and at the same time to be invisible; but since the fiction of invisibility was 
suggested on the Elizabethan stage by having the actor wear a "robe for to goo invisibell", the 
two aspects of Prospero's command are incompatible. Furthermore, Ariel's impersonation of a 
water nymph seems purposeless. It lasts for only two lines, neither of which treats Ariel as being 
anything other than himself. 
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2i6 SHAKESPEARE QUARTERLY 

second exhortation seems uncalled for, in view of Prospero's acceptance of 
Ferdinand's earlier promise as being wholly satisfactory (3I-32): 

Fairely spoke; 
Sit then, and talke with her, she is thine owne; 

and since, therefore, no dramatic consideration compels him to pursue the 
subject, it seems probable that he does so solely for the practical purpose of 
providing Ariel with additional time. 

Conceivably the second admonition originally followed immediately upon 
the first, occasioned by some affectionate gesture of Ferdinand's, as he sat 
down to talk with Miranda, that led Prospero to mistrust his self-control, and 
conceivably it was amputated and moved to its present position when the in- 
sertion of the masque created the need for Ariel to have more time; but since it 
seems to be poetically inferior to its predecessor, the greater likelihood is that it 
was written (not necessarily by Shakespeare) especially for its present place 
and purpose. Be that as it may, Prospero's second sermon and Ferdinand's 
second response help to extend the time during which Ariel may remain off- 
stage. 

At line 57, again without explanation or obvious reason, Prospero bids him 
return: 

Now come my Ariell, . . . appear, & pertly. 

But Ariel ignores the command. He remains in the tiring-house for seventeen 
lines more, sixteen of which are spent by Iris in urging Ceres to approach 
(60-75); and when he finally enters, he does so not in his own character as 
Ariel, but in the character and apparel of Ceres, having used twenty-five 
pentameter lines, or about a minute and a quarter of acting time, in donning 
the goddess's robes and wig. To summarize, the time required for the costume 
change has been provided in the revised text by having Prospero reverse his 
plans without cause and send Ariel off-stage at lines 49-50, by having him 
repeat his caveats to Ferdinand, by having Ariel remain off-stage in spite of a 
summons to return at line 57,9 and by having Iris deliver a sixteen-line invitation 
to the absent Ceres-Ariel to enter. Manifestly, the scene as originally planned 
made no provision for Ariel's minute and a quarter in the tiring-house. 

The masque proceeds. Ceres joins Iris after the sixteenth line, and Juno 
enters later in flight or on foot. She sings a four-line and Ceres an eight-line 
song, and Iris, on orders from Juno, commands the Nymphs and Reapers to 
enter and join in a country dance, towards the end of which Prospero 
abruptly recollects the conspiracy against his life and brings the masque to a 
sudden halt. 

Ariel must now return to his own character and habiliments, and the time 
9 Chambers says (p. I42) that he does not "see any evidence of patching before the masque. 

According to the usual practice in such entertainments, speaking personages introduce the 
dancers. And, although I agree that the second sermon to Ferdinand is clumsy, the rest of the 
preliminary matter fits well enough. Ariel is told to get ready quickly, and then told (49) 
to delay the actual entry until Prospero gives the word; which in fact he does at 57." But Sir 
Edmund's reconstruction of the action is at fault in three respects: (i) it is Iris, not Ariel, that 
introduces the dancers; (2) those whom Ariel is told to get ready are not those who entcr; and 
(3) in spite of Prospero's giving the word, Ariel does not enter at 57 nor until long after. 
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ARIEL AND THE MASQUE IN THE TEMPEST 2I7 

for his rechange is provided by causing two separate trains of thought to be 
extended in length by the intrusion of irrelevant material. Each of the two 
sequences is introduced, is interrupted, and then is resumed. The same digres- 
sion-a passage of poetry eleven lines long-interrupts both of them. It has no 
relationship to either. It philosophizes about the transience of man's works and 
of life itself, whereas they relate to the concerns of the moment. 

The first interrupted sequence is that which is quoted at the beginning of 
this paper. As printed there, the lines seem to follow each other logically and 
closely, with Prospero suddenly remembering his imminent peril and sum- 
moning Ariel to aid him in averting the danger. What they fail to reveal is 
that a twenty-two-line digression intervenes between the fourth line ("Is almost 
come") and the fifth ("Come with a thought"). In spite of the immediacy of 
the danger and his tardy awareness of it, Prospero lets twenty-two lines go by 
before preparing to deal with Caliban. 

The second broken sequence has to do with the anxiety that Ferdinand 
and Miranda feel for Prospero in his anger. Ferdinand speaks of Prospero's 
emotion as a passion that works him strongly, and Miranda says that never 
until this day has she seen him touched with anger, so distempered; but it is an 
anger of which he himself gives no immediate evidence in word or deed, and 
to which he makes no allusion until thirteen lines later. His philosophizing in 
the meantime is serenity itself. Afterwards, but still with no show of agitation, 
he acknowledges Ferdinand's solicitude. 

With the eleven-line digression omitted, lines I43 to i63 deal solely and 
consistently with the subject of Prospero's troubled mind, although at one 
point, undoubtedly through error,10 they seem to shift the dismay from him to 
Ferdinand. The passage runs as follows: 

Fer. This is strange: your fathers in some passion 
That workes him strongly. 

Mir. Never till this day 
Saw I him touch'd with anger, so distemper'd. 

Pro. You doe looke (my son) in a mov'd sort, 
As if you were dismaid: be cheerefull Sir. 
Beare with my weakenesse, my old braine is troubled: 
Be not disturb'd with my infirmitie, 
If you be pleas'd, retire into my Cell, 
And there repose, a turne or two, Ile walke 
To still my beating minde. 

Fer. Mir. We wish your peace. Exit. 

10 Greg (p. I79) says: "Lines I46-7 are admittedly absurd as they stand. There has un- 
questionably been alteration as well as insertion.... We may perhaps conjecture that the original 
ran: 

Ferd. You do look, my lord, in a moved sort, 
As if you were dismayed. 

Pros. Sir, I am vexed." 

Greg is manifestly right in giving the first line and a half to Ferdinand, since Ferdinand has 
no possible reason for being dismayed, and since Prospero, unless he hears Ferdinand speak the 
lines, has no means of knowing of Ferdinand's solicitude and no reason for asking him to bear 
with his weakness. But I fail to see why line I47, as spoken by Ferdinand, should not then 
remain as it is ("As if you were dismayed. Be cheerful, sir"), and why the second half of 
line i58 ("Sir, I am vexed") should not also remain where it is, as a later insertion designed 
to complete the short line at the end of the eleven-line passage. 
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2I8 SHAKESPEARE QUARTERLY 

As in the first interrupted sequence, the lines seem to follow one another 
directly and logically; they provide no indication that an eleven-line interpola- 
tion of unrelated material intervenes between "be cheerefull Sir" and "Beare 
with my weakenesse". Those eleven lines, added to the ten lines quoted 
above and to Prospero's four lines quoted in the first paragraph of this 
paper, give Ariel precisely twenty-five lines (039-i63) to doff Ceres' garments 
and to don his robe of invisibility (cf. line i85). Again, as when he changed 
to the dress of Ceres in the first place, the necessary time has not been provided 
without leaving scars. 

These displacements and scars are perhaps best accounted for by the follow- 
ing conjectural course of events. 

Shakespeare had already retired to Stratford-on-Avon before writing The 
Tempest. The play itself bears some evidence of this in its stage directions, 
whose extraordinary length and elaboration suggest that he wrote them in the 
knowledge that he would not himself be in London to supervise rehearsals. 
The play was performed at Court on Hallowmas Night of i6ii. Fifteen months 
later King James commanded a second performance as a part of the festivities 
incident to the betrothal of the Princess Elizabeth and the Elector Palatine, 
and on this occasion the King's Men decided to insert a masque in compliment 
to the daughter of their royal patron. They may have sent to Stratford to ask 
Shakespeare to write the masque, and perhaps he did; and since a major 
purpose of the masque was to relate the play to the princely betrothal, 
they inserted it in Act IV, intending to have it come soon after Prospero 
has ratified Miranda's engagement to Ferdinand with the words "she is thine 
owne." 

In the original text, Prospero had entertained his daughter and Ferdinand 
with a dance by a rabble, but a royal marriage called for something more 
ostentatious and dignified than that. The rabble's dance was therefore elimi- 
nated to make way for the celestial masque, but in the process someone forgot 
to delete Prospero's orders and Ariel's acknowledgment, and the later order 
about bringing corollary spirits rather than wanting one. These lines, leading 
to no consequences, thus remain in the text as we have it today. 

The masque went into rehearsal, with Ariel doubling as Ceres, and 
quickly the need became apparent for him to have more time for his two 
changes of costume. Experiment showed that he needed a full minute for each 
change; less time than that was not enough, and more was not needed. It was 
too late now to enlist Shakespeare's help; his fellows must do what they 
could without him. To gain time at the first point, they hustled Ariel off to the 
tiring-house without motivation and kept him there in spite of Prospero's 
summons to return, and they reopened the discussion of unchastity. In these 
ways they gained nine lines, and they gained sixteen more by having Ariel- 
Ceres remain off-stage while Iris was speaking the first sixteen lines of the 
masque. They thus gave Ariel just twenty-five lines for his first costume change. 

At the second point, however, time could be gained, and a stage wait could 
be avoided, only by providing new material. The book-holder therefore looked 
about for an existing speech that might be lifted from its context and inserted 
between Ariel's exit as Ceres and his reentrance as Ariel. His eye lighted upon 
the play's original epilogue. It stood isolated, uninvolved in any exchange of 
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ARIEL AND THE MASQUE IN THE TEMPEST 2I9 

dialogue, and could therefore be lifted easily. Designed to come at the close of 
the play,1" it could come with almost equal appropriateness at the close of the 
masque; its opening line provided a flawless transition, even though the 
brooding solemnity of its concluding lines was somewhat out of key. The 
book-holder therefore transferred it to the place in Act IV where he needed 
half a minute more of time, and interposed it between the line ending with 
"be cheereful Sir" and that beginning with "Beare with my weakenesse"; 
and having now no epilogue, he commissioned some poet near at hand to write 
him one. 

These are the eleven lines that eke out the time that Ariel needs to resume 
his own attire: 

Our Revels now are ended: These our actors, 
(As I foretold you) were all Spirits, and 
Are melted into Ayre, into thin Ayre, 
And like the baselesse fabricke of this vision 
The Clowd-capt Towres, the gorgeous Pallaces, 
The solemne Temples, the great Globe it selfe, 
Yea, all which it inherit, shall dissolve, 
And like this insubstantiall Pageant faded 
Leave not a racke behinde: we are such stuffe 
As dreames are made on; and our little life 
Is rounded with a sleepe. 

My assumption, of course, is mere conjecture, but it is not less probable 
than the alternative theory that Shakespeare wrote such poetry as this under 
pressure of a last-minute need to provide time for a costume change, or that he 
intended the lines to be where they now are, in a context that bears no relation- 
ship to them and that makes more sense without them. Besides, they are wholly 
out of accord with Prospero's state of mind. They are not lines that Shakespeare 
would have put into the mouth of a man who has just awakened to a sense of 
mortal peril and the instant need to defend himself, nor of a man shaken by 
unprecedented anger. 

Furthermore, although the passage purports to describe the masque just 
ended, it does nothing of the kind. It speaks of "this vision" of cloud-capped 
towers, gorgeous palaces, and solemn temples;12 it tells of "this insubstantiall 
Pageant" that faded and left not a rack behind, and of actors that were spirits 
and faded into thin air. But the masque has contained none of those things. 
It has consisted of speeches by three goddesses, of songs by two of them, and of 
a dance whose participants heavily vanished to a strange, hollow, and confused 
noise. More important, the passage is out of place because it is too majestic, 
too tranquil, for its present context. The revels that it describes are beyond 

11 Miss Margaret Webster says: "I should like to believe that Prospero's beautiful speech was, in 
fact, originally written to end the play, for I had the temerity to use it there in my New York 
production of I 945, and I have seen the profoundly moving and satisfying effect it made on 
the audience" (Shakespeare Without Tears, p. 2I4). 

12 As against the theory that the passage of poetry was originally intended to serve as 
epilogue, one may raise the objection that the towers, palaces, and temples are no more appro- 
priate to the play as a whole than to the masque in particular. True. But the discrepancy be- 
tween fact and fiction would be less obvious in an epilogue delivered at the end of the play than 
in a commentary spoken within seconds after the masque has ended. 
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220 SHAKESPEARE QUARTERLY 

the power of Prospero to conjure up. "These our actors" are the epitome of all 
mankind, and "this insubstantiall Pageant" is the whole course of human des- 
tiny.13 

All these considerations combine in supporting the theory that the masque 
as we now have it, whether written by Shakespeare or by someone else, is not 
the divertissement that Shakespeare originally intended, but rather that it was 
written especially for the play's second performance at Court; and a further 
consideration in support of this theory is the failure of Ferdinand and Miranda 
to acknowledge the donation promised to the affianced lovers in line 85 and 
the blessing promised in line 104. Their silence perhaps implies that the dona- 
tion and the blessing were not for them, but for the other engaged couple that 
also watched the masque, the Princess Elizabeth and the Elector Palatine. 
Many lines in the masque (84-86, 94-97, 103-105, i06-iI7, and 132-133), while 
entirely applicable to Ferdinand and Miranda, are equally applicable to 
Frederick and Elizabeth; and, as W. J. Lawrence suggests, the "donation" of 
line 85 and the "goe with me" of line 103 may indicate that the goddesses ap- 
proached the royal dais to the accompaniment of their songs, and made an 
actual gift of some kind to the Prince and Princess.14 

Having thus identified the interpolations and dislocations caused by sub- 
stituting the celestial masque for the rabble's dance, I shall attempt a version of 
the scene with those elements omitted, in the hope of arriving at an approxima- 
tion of the original text before the masque was intruded. This venture involves 
the following procedures: 

(I) Omission of the masque itself, and of all other lines that relate spe- 
cifically to it; 
(2) Omission of all passages that were interpolated for the purpose of pro- 
viding additional time for Ariel's costume changes; i.e., (a) Prospero's un- 
explained dismissal of Ariel at 49-50; (b) the second discussion of incon- 
tinence at 5i-56; and (c) the eleven-line passage of poetry at I48-i58; 
(3) Attribution of lines I46-I47 to Ferdinand rather than to Prospero, on 
the theory that they were misassigned when the passage of poetry was in- 
serted; and 
(4) Omission of Ariel's allusion to having presented Ceres (I67-i69) 

I add nothing except two stage directions calling for the entrance and departure 
of Ariel and the rabble. To establish continuity, I begin my version by going 
back as far as line 23, at which point Ferdinand replies to Prospero's first 
sermon, but I make no change until line 49. I follow Kittredge's edition in 
spelling, punctuation, and line enumeration. 

Fer. As I hope (23) 
For quiet days, fair issue, and long life, 
With such love as 'tis now, the murkiest den, (25) 

The most opportune place, the strong'st suggestion 
Our worser genius can, shall never melt 
Mine honour into lust, to take away 

13 As a matter of fact, the poem is related to the masque-if indeed it is at all-only in 
respect of Prospero's foretelling Ferdinand that the actors were spirits (cf. II8-I21); but even 
that may be misleading, since Prospero earlier alluded to other spirits not involved in the 
masque (57-58). 

14"The Masque in The Tempest", Fortnightly Review, June 1921, pp. 941-946. 
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ARIEL AND THE MASQUE IN THE TEMPEST 221 

The edge of that day's celebration 
When I shall think or Phoebus' steeds are foundered (30) 
Or Night kept chain'd below. 

Pros. Fairly spoke. 
Sit then and talk with her; she is thine own. 
What, Ariel! my industrious servant, Ariel! 

Enter Ariel. 
nri. What would my potent master? Here I am. 

Pros. Thou and thy meaner fellows your last service (35) 
Did worthily perform; and I must use you 
In such another trick. Go bring the rabble, 
O'er whom I give thee pow'r, here to this place. 
Incite them to quick motion; for I must 
Bestow upon the eyes of this young couple (40) 
Some vanity of mine art. It is my promise, 
And they expect it from me. 

Ari. Presently? 
Pros. Ay, with a twink. 

nri. Before you can say 'Come' and 'Go,' 
And breathe twice and cry 'So, so,' (45) 
Each one, tripping on his toe, 
Will be here with mop and mow. 
Do you love me, master? No? 

Pros. Dearly, my delicate Ariel. Bring a corollary (49, 57) 
Rather than want a spirit. Appear, and pertly! 
No tongue! All eyes! Be silent. Soft music. (59) 

Exit Aried, and reenter leading the rabble, who join in a dance. 
towards the end whereof Prospero starts suddenly and speaks. 

I had forgot that foul conspiracy (I39) 
Of the beast Caliban and his confederates 
Against my life. The minute of their plot 
Is almost come.-Well done! Avoid! No more! 

Exeunt Ariel and the rabble. 
Fer. This is strange. Your father's in some passion 

That works him strongly. 
Mir. Never till this day 

Saw I him touch'd with anger so distemper'd. 045) 
Fer. You do look, my lord, in a mov'd sort, 

As if you were dismay'd. Be cheerful, sir. (047) 
Pros. Bear with my weakness. My old brain is troubled. (59) 

Be not disturb'd with my infirmity. 
If you be pleas'd, retire into my cell 
And there repose. A turn or twoI'll walk 
To still my beating mind. 

Fer., Mir. We wish your peace. Exeunt. 
Pros. Come with a thought! I thank thee, Ariel. Come. 

Enter Aried. 
Ari. Thy thoughts I cleave to. What's thy pleasure? 
Pros. Spirit, 

We must prepare to meet with Caliban. (i66) 
Say again, where didst thou leave these varlets? (170) 

Ari. I told you, sir, they were redhot with drinking. . 
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222 SHAKESPEARE QUARTERLY 

At this point the mood of the scene suffers a sea-change. The disruptions 
growing out of the intrusion of the masque seem to be spent, and tragicomedy 
gives place to farce. Nothing more is said about the foul conspiracy against 
Prospero's life, nor anything more about a meeting with Caliban. Ariel has 
already taken care of everything. He has lured the varlets into a filthy mantled 
pool and left them dancing in water up to their chins, and now they come in, 
all wet, to scramble for glistering apparel hung on a line, and finally to be 
hunted about by divers spirits in the shape of dogs and hounds, with Prospero 
and Ariel setting them on. All danger to Prospero is past. 

At this houre 
Lies at my mercy all mine enemies: . .. 
Follow, and doe me service. 

Garden City, New York 
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