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ABSTRACT
This thesis examines the complex relationship between drama and royalist politics during the English Restoration, and how power is translated through language and space. I focus primarily on Dryden and Davenant's adaptation of Shakespeare's Tempest, re-titled The Enchanted Island (1667), but also draw connections to Thomas Shadwell's operatic version of 1674 and Thomas Duffet's Mock Tempest of 1675. I argue that the new adaptations reinforced the superiority of a monarchical rule over an English commonwealth and republic and subverted radical political movements that had arisen during the English Civil War. I do so by applying Guy Debord’s theory of spectacle to the Restoration stage.  He defines spectacle is a "diplomatic representation of hierarchic society to itself, where all other forms of expression are banned" (Debord 23). Ultimately, conservative powers co-opted and appropriated subversive ideas and used the stage as direct access to public discourse.  By separately examining the low and high plot I will show how spectacle functions through language and images and works to reinforce Prospero as the ultimate vision of a 'father-king'. By drawing from Debord,  I will attempt to draw connections between modern day power structures, such as mass-media, and the Restoration stage. I argue that the means by which power is translated through mass media is analogous to how playwrights of the Restoration captured the attention of their audiences. 
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The Power of Spectacle: Shakespeare's Tempest in the Restoration
"O brave new World that has such people in't"
                                                              The Tempest (5.1)
	
Introduction: The Canonization of Shakespeare and English Politics 

	The canonization of Shakespeare throughout the long eighteenth century and his influential status as a growing national figure altered the means by which royalist ideals were reinforced on stage and intensified the relationship between drama and politics. The re-opening of the public English stage in 1660 created a new venue for the dissemination of political thought. Jean Marsden’s The Re-imagined Text explores ‘the network of criticism’ surrounding Restoration adaptations, the correlation between literary theory and the stage, as well as emerging personal tastes and generic theories. She argues that Shakespeare’s texts became “fluid and capable of change” (8) and ultimately were tailored to the Restoration audience. I will follow some further lines of inquiry opened up by Marsden’s work and discuss how power is translated through language and theatrical space. I explore the tension between politics and the stage by analyzing Restoration adaptations of Shakespeare’s The Tempest. Davenant and Dryden’s recreation The Enchanted Island (1667) became extremely popular and greatly influenced other adaptations including Thomas Shadwell’s operatic version of 1674 and Thomas Duffet’s The Mock Tempest of 1675. According to Schille, "Dryden and Davenant aim to problematize the too easy attribution of savagery and ungovernability to the play's gallery of ‘others’ who are the nominal threats to Prospero's control and to direct audiences to reconsider where the real threats lie and what orders are worth preserving" (273). Critics including Katherine Maus in her essay, "Arcadia Lost" and Nancy Maguire's Regicide and Restoration have attempted to outline the political rationale behind Davenant and Dryden's additions to Shakespeare's play. Both texts offer a sophisticated understanding of Restoration politics and why various playwrights chose to alter what is often considered a sacred text.  In this paper, I will address how Restoration playwrights politicised Shakespeare and the ways in which the theatre became a political space. Furthermore, I argue that the new adaptations reinforced the superiority of a monarchical rule over an English commonwealth and republic and subverted radical political movements that had arisen during the English Civil War. I will do so by looking at political and theatrical spectacle particularly by applying Guy Debord’s theory of spectacle to the Restoration stage.  A political spectacle is a "diplomatic representation of hierarchic society to itself, where all other forms of expression are banned" (Debord 23). Conservative powers co-opted and appropriated subversive ideas and used the stage as direct access to public discourse. Due to the fact that Guy Debord's theory of spectacle critiques modern capitalist countries of the 20th century, and the ways in which media creates a social "unconsciousness"[footnoteRef:1], there  are limitations to this proposal. Debord argues that the spectacle exists in many outlets of everyday life and as a result, "the spectator feels at home nowhere, because the spectacle is everywhere" (30).  Society has ultimately entered a dream-like state and what he defines as an "imprisoned modern society which ultimately expresses nothing more than its desire to sleep" (21). I will attempt to draw connections between modern day power structures, such as mass-media, and the Restoration stage. I argue that the means by which power is translated through mass media is analogous to how playwrights of the Restoration captured the attention of their audiences.  [1:   Debord refers to "unconsciousness" as a "preservation of unconsciousness within the practical change of the conditions of existence" (25). It is an unawareness of a separate power in the sphere of production and as a result all "community" and "critical sense" are dissolved (25). 
] 

	The first chapter will explore Debord's theory of "recuperation" in which radical political ideas are co-opted, ultimately preserving a "congealed past culture" in the disguise of modern ideas (Debord 192). Prior to the English Civil War, an antagonism grew between King Charles I and Parliament, whereby Parliament executed a series of controversial political decisions due to issues such as arbitrary taxation and imprisonment. Parliamentary powers tried to gain political authority over King Charles I by denying him the right to levy tonnage and poundage, a significant portion of the King's revenue. Furthermore, Parliament attempted to impeach the Duke of Buckingham, the Lord High Admiral, for his failure to seize the main Spanish port at Cádiz due to modern fortification.  This tension between monarchy and Parliament eventually resulted in a ten-year war. The year 1660 marked the end of republican rule in England under Cromwell, and Charles II was invited back to England to reclaim his throne; however, the animosity between monarchy and Parliament had not yet ceased.  Davenant and Dryden, strong supporters of the royalist regime, highlight the low plot in their adaptation by equating the drunken sailors with the English Parliamentarians. In The Enchanted Island radical political ideas are transformed into comic scenarios where individuals lower on the social hierarchy feud for power. Furthermore, with Charles II came the rise of colonization and foreign trading. The Navigation Act of 1663 required that all European goods be shipped through England, thus securing Britain's position as a superpower on land and over the seas. Yet, despite England's authority, many colonized countries such as Barbados had become polarized, divided amongst royalist and Parliamentarians, just as England had. As a result, a constant fear of not only rebellion on English soil but also of the unknown consumed the English body politic. This chapter will analyze primarily Davenant and Dryden's attempt to diffuse any potential threats to the monarchy by emphasizing the chaotic nature associated with Commonwealths. 
	My second chapter will analyze all additions made to the high plot. Prospero punishes those who have betrayed him, ensuring a justification of the existing social system. However, with the Restoration came a return to the idea of a "father-king," a political model which equates monarchical rule with paternal authority. The characteristics associated with a strong patriarchal authority are evident in Dryden's portrayal of Prospero. Prospero demonstrates an extremely forgiving nature, and although some scholarship claims that in The Enchanted Island, his powers dwindle, I argue that they are instead re-directed and Prospero possesses a new means to acquire political ascendency, that being primarily through domestic arrangements. I will also apply Debord’s theory of the “integrated spectacle” that functions to contrast an ideal state of being with an invented or less optimal state in order to highlight the superiority of the latter (9). It is also described as “a weak democratic tradition, the long monopoly of power enjoyed by a single party of government, and the need to eliminate an unexpected upsurge in revolutionary activity” (9). The existence of the controversial low-plot serves to highlight the idealized rule of Prospero. Without the incompetent minor characters, Prospero would not as easily be able to assert his authority, nor would his rule be viewed as favourable.  Prospero is able to diffuse anxieties in respect to another Civil War, while simultaneously instilling fear. Prospero, through spectacle, becomes a part of nature in the adaptations, serving to reinforce the royalist conservative view that monarchy is the most natural state of government.
	My final chapter will focus on the visual spectacle of a theatrical space. The re-opening of the English theatre brought with it a tremendous amount of new stage machinery and lighting techniques which enabled the presentation of various theatrical illusions. The adaptations of The Tempest incorporated aspects of the spectacular into the performance, focusing on the supernatural elements of the play such as magic and enchantment, thus drawing the audience in with aesthetics and physical detail. In this chapter I will explore the tensions between political ideologies being reinforced on stage and the constant reminder that the play is a world of artifice, through both the visual effects on stage and in the space of the theatre. The Tempest is set on an unknown and unnamed island; however, in the theatre it is transformed into an idealized political place (Dipietro 168). As a result, spectacle functions to blur the lines between reality and illusion. The audience is subjected to conservative royalist ideals while simultaneously viewing an imaginary space. I will focus on Baroque spectacle on the Restoration stage as it was used as a means to assert power and authority over the audience and theatrical space and functioned to glorify the Church and Monarchy. Guy Debord states, “The spectacle is not a collection of images, rather it is a social relation among people, mediated by images” (4). The images presented on stage were used as a distraction from the oppressive political ideals being reinforced in a confined space. In regards to political spectacle Debord argues that human perceptions are affected as "critical senses are dissolved" (25).  The audience is drawn in by spectacular stage effects while simultaneously accepting the hierarchal nature of the discourse due to the visual aesthetics. The Restoration and eighteenth-century was the period when Shakespeare's works became public property, an intrinsic, even defining, part of English national culture. Shakespeare remained the principal object of adaptation as well as the favourite focus of literary theory, and thus the fate of his work was symptomatic of larger philosophical issues (Marsden 3). As Maus observes, Shakespeare, not Prospero, is the ultimate Patriarchalist authority figure, embodying the monarch, the father, the artist, and the magician all at once (205). The canonization and influential status of Shakespeare’s work was used as a means to justify and regulate the Restoration stage and was achieved through the use of theatrical and political spectacle.

                                                   
Chapter One: The Low Plot
Lust, Licentiousness, and Liberty 
"Hell is Empty, and all the Devils are here"
                                            The Tempest (1.2)
	The use of political spectacle on the Restoration stage was a display and instrument of absolute power. Conservative royalist supporters co-opted and appropriated subversive ideas and used the stage as direct access to public discourse. Political theatre reinforced the superiority of  monarchical rule over an English commonwealth and undermined the radical political movements that had arisen during the English Civil War. In 1670, John Dryden and William Davenant appropriated Shakespeare’s The Tempest as a performative laboratory for their post-Restoration exploration of patriarchal power, casting Prospero as a father-king, which was subsequently prescribed by Robert Filmer’s Patriarcha; or, The Natural Power of Kings (Taylor 80). Thomas Shadwell's 1674 operatic version also resonated strongly with the largely aristocratic audiences sympathetic to the libertine court of Charles II (80). The Restoration adaptations of Shakespeare's The Tempest subverted radical political ideals through the use of spectacle. I will explore the intensified relationship between the English stage and the political sphere by applying Guy Debord's theory of spectacle which he outlines in The Society of the Spectacle (1967). 
	The Society of the Spectacle was first published in France and is a work of philosophy and Marxist critical theory. Debord argues that society is dominated by modern conditions of production, life is presented as an immense accumulation of spectacles, and everything that once existed separately has receded into representation (1). According to his theory, "In all its specific manifestations  news or propaganda, advertising or the actual consumption of entertainment  the spectacle epitomizes the prevailing model of social life. It is the omnipresent celebration of a choice already made in the sphere of production, and the consummate result of that choice. In form as in content the spectacle serves as total justification for the conditions and aims of the existing system. It further ensures the permanent presence of that justification" (Debord 6). Restoration theatre ultimately became a force which worked to legitimize the existing social and political system through the use of representation. I will focus primarily on Debord's chapters "Separation Perfected" and "Unity and Division within Appearances", "for like modern society itself, the spectacle is at once united and divided. In both, unity is grounded in a split. As it emerges in the spectacle, however, this contradiction is itself contradicted by virtue of a reversal of its meaning: division is presented as unity, and unity as division" (54). The spectacle works to depict society as a unified whole; however within this unification, it makes specific distinctions between various types of power (54). Debord argues that everything that once was has become "mere representation" (1), for the spectacle is mediated by both images and dialectic. The adaptations functioned as a form of social control in order to reinforce royalist power by co-opting radical political ideals and re-working them into a unified version of society. The revised Tempest, in other words, is the product of a staunch but distinctively Restoration brand of conservatism, politicized by the traumatic events of the mid-seventeenth century (Rose 145). One of the means by which royalist conservatism was accomplished in The Enchanted Island was by altering the low plot, specifically the role of the drunken sailors, whereby Caliban and company are depicted as parodic, stridently plebeian figurations of the 1640s parliamentarians (Taylor 80). Alongside comedic versions of roundheads, the low plot was also representative of the lower class, and the power struggle of members of the working sphere. Similarly, all immediate threats to the crown are diffused as Caliban no longer orchestrates a murder plot against his master, Prospero. According to Bishop, "the chief feature of the adaptation is that unlike The Tempest it describes a static universe, one in which conflicts are not so much resolved as neutralized before they can take shape as conflicts at all" (54). However, despite a lack of conflict in Dryden's re-write, the low plot characters display various forms of violent behavior and are highly sexualized in nature. William Davenant and John Dryden's The Enchanted Island ensured the "permanent justification" (Debord 6) of the existing social and political system through the use of the ridiculous and the absurd. The staging invited mockery of those that could potentially overthrow the crown in order to diffuse threats to the ruling order. The ridicule in The Enchanted Island inspired both Thomas Shadwell's opera and Thomas Duffet's bawdy burlesque, which took similar approaches in order to celebrate the status quo. Virginia Vaughn describes the Restoration adaptations as part of The Tempest's "rich and continuing afterlife" (76). However, the play is not a ghost of what it once was, but is instead reborn into an intensely political and social drama. According to Marsden, playwrights did not see Shakespeare's language as an intrinsic element of his genius; they were able to treat his works as plastic material which could be re shaped at will (17). Ultimately, The Tempest is transformed into a critical play in order to reinforce royalist ideas, and the canonization of Shakespeare was used as a means to legitimize monarchy as England’s ideal form of government through the use of spectacle. 
Davenant and Dryden were strong supporters of the royalist regime under King Charles II when he assumed the throne in 1660. Their allegiance to the crown was evident in various works including Davenant's Upon his Sacred Majesty's most happy Return to his Dominions (1660), in which he praised Charles II as the rightful ruler, and Dryden's panegyric, To his sacred Majesty (1662), where he celebrated the coronation of the restored King. Prior to the Civil War, Davenant had been a staunch supporter of King Charles I and had aided in the First Army Plot of 1641, a plan to reinforce royalist support through use of the military. Davenant, alongside John Suckling, unsuccessfully attempted to threaten Parliamentary powers by occupying the Tower of London. The failed attempt resulted in the arrest of Davenant for his contribution to the plot. In 1642, he was released and fled to France where he rejoined the King's army and royalist forces. Davenant worked to transport supplies across the English Channel in an effort to aid the royalist cause and in 1643, following the siege of Gloucester, was knighted by Charles I for his continuous adherence to the King. John Dryden, though a former parliamentarian, shifted his political allegiance in the early Restoration and became a member of the Royal Society.  Dryden emphasized his loyalty to Charles II in his poem Astraea Redux, when he stated, "Experiences age in deep despair was lost, / To see the rebel thrive, the loyal cross'd" (52-54). Dryden celebrates the restored monarchy while simultaneously apologizing for aligning himself with the Cromwellian government. According to Katherine Maus, Dryden's work, including The Tempest or; The Enchanted Island, contains "pessimistic conservatism" (204). She claims that "In Absalom and Achitophel and The Hind and the Panther he argues for traditional forms not because he has illusions about their transcendent goodness, but because he believes that radical change necessarily brings about worse evils" (Maus 204). As a result, Dryden fought against parliamentary authority in favour of the superiority of monarchy alongside Davenant. 
Both playwrights also had a tremendous influence on the public in voicing a royalist perspective. According to Nancy Maguire, "the reopening of the theatre was an unmitigated victory yell for the royalists...the playwrights, like other royalists, defended the traditional power structure in an attempt to rehabilitate themselves and their culture" (3). Davenant, who was declared poet laureate prior to the Interregnum, had been employed to produce court entertainments designed to convince Charles I that the impending English Revolution would not occur. It was immediately following the Civil War that he found himself utilizing the same theatrical techniques to produce plays designed to convince the restored Charles II and his theatre-going subjects that the English Revolution had not taken place (Dobson 20). Davenant's profound influence on the King's subjects combined with his belief that he had "a feudal, hereditary right" ( Dobson 32) to Shakespeare's texts helped to legitimize the authority of his works. According to Maus, the Restoration adaptation is "much more explicitly and exclusively political than Shakespeare's play" (201). Vaughn interestingly notes that "most English readers and audiences apparently assumed that the Dryden-Davenant-Shadwell versions were identical to Shakespeare's drama" (76). This in turn further complicates Restoration audiences' interpretation of the play and the widespread acceptance of this adaptation may have also had a lot to do with the fact that they believed the recreation to actually be Shakespeare's own. This combined with the political and social authority of Davenant and Dryden would have made the play’s success inevitable.
Dryden was also a celebrated poet, more so than many of his literary contemporaries, and he used this to his advantage. No longer an expression of a private individual's view, his writings came to be interpreted in the context of royal policy (Zwicker 132). The Restoration of the monarchy resulted in an abundance of political viewpoints, which came forth in the writing of the age, yet Dryden's voice remained authoritative and prominent throughout these years. Steven Zwicker explores Dryden's influence on the Restoration audience and his substitution of verse, shifting from republican eulogy to the celebration of the Stuart monarchy (5). He claims that "a combination of personal connections, effort and proximity, pushed him into visibility" (4). He also attempts to answer the question, "How then did Dryden as poet laureate, historiographer royal, and finally inventor of Restoration literature emerge from such competition?" (Zwicker 5). He explains that much of his time was spent lodging with Sir Robert Howard, an extremely opinionated royalist playwright, vocal politician, and shareholder of the Royal Theatre. According to Nancy Maguire, "since Charles II recognized the propaganda value of theatre, and relished drama personally, nearly all of the new playwrights were politicians who became playwrights either to gain or enhance their political credibility" (3). As a result, Howard greatly influenced Dryden's early writings, political associations, and the development of his technique. Dryden also later married his sister, Lady Elizabeth Howard, and began writing for the theatre in the early 1660's. Dryden possessed a unique writing style; he "mastered a subtle and dexterous prose style with which to set in motion a wide range of opinions on a variety of literary topics” (Zwicker 5). Most important, however, was "his ability to articulate and balance contradictory points of view, all while arranging the vindication of English theatre" and he possessed an "impressive ability to think strategically and polemically" (6). This skill is apparent in his earlier works such as Annus Mirabilis, where in the wake of tragedy, he makes reference to the Great Fire of London, claiming that not all is lost and it is Charles II who will rebuild London, saving all from permanent destruction (Zwicker 6). The Restoration adaptation of the Tempest is a prime example of Dryden's ability to ease social and political tensions. He presents opposing forces of government in a sophisticated and argumentative manner on stage. Readers of the play were also reminded of Dryden's official status by the title pages of the printed editions of his work: "written by John Dryden. Servant to his Majesty" (Zwicker 132).  In the prologue to the Enchanted Island, Dryden states that, "Shakespeare's Magick could not copy'd be / Within that circle none durst walk but he" (1.prologue.19-20) implying that the great works of Shakespeare cannot be reproduced. According to Maus, "This kind of omnipotence, however, is both unique -- an attribute of the creatively heroic ancestor -- and archaic, inimitable in a self-conscious modern world" (208). Regardless of Shakespeare's status, both Davenant and Dryden take on the impossible and re-create the Restoration Tempest, using his influence as a playwright to conceal an "archaic" culture in the disguise of a new one. In the epilogue to The Enchanted Island, Dryden addresses the "gen'ral rot" and "Visions bloodier than King Richard's was" in an attempt to stress the social turmoil that had accompanied the rule of Cromwell:
Among the Muses there's a gen'ral rot,
The Rhyming Mounsieur and the Spanish Plot:
Defic or Court, all's one, they go to Pot.                                               
The Ghosts of Poets walk within this place,
And haunt us Actors wheresoe're we pass,
In Visions bloodier than King Richard's was.
                                                                (5.2.4-9)
Following the "Ghosts of Poets" past, Davenant and Dryden reach their peak in an era when the stage and politics are inseparable, and theatre was not only used for creative outlet but also served a political purpose. Both playwrights were reinforcing their own political and social ideas to the public, but were also doing so in the name of royal authority and on behalf of the state. 
The Tensions between the Monarchy and Parliament 
The end of the English Civil War resulted in an extreme tension between parliamentary authority and the reigning power of the restored monarchy. The Restoration adaptations of Shakespeare's The Tempest shed light on the anxieties concerning Parliament and Charles II and worked to diffuse radical ideals that were reinforced during the war. According to Debord, spectacle "preserves the old culture in congealed form, going so far as to recuperate and rediffuse even its negative manifestations; in this way, the spectacle's cultural sector gives overt expression to what the spectacle is implicitly in its totality ­­ the communication of the incommunicable" (192). Charles II's newly formed government was made to appear as though it was revolutionary, for he was depicted as both a sovereign monarch and a peacekeeper in contrast to the tyrannical years of Cromwell. Similarly, Debord also argues that, "The oldest social specialization, the specialization of power, is at the root of the spectacle. The spectacle is thus a specialized activity which speaks for all the others. It is the diplomatic representation of hierarchic society to itself, where all other expression is banned. Here the most modern is also the most archaic" (23). One of the key aspects of spectacle is to retain old culture in the present moment, under the deception that it is something new; "the spectacle is nothing other than the sense of the total practice of a social-economic formation, its use of time. It is the historical moment by which we happened to be governed" (Debord 11). Davenant and Dryden, both advocates of the royalist cause, not only highlight the extreme political tension between Parliament and the crown, but also attempt to portray monarchy as the superior form of government through the use of spectacle. Zwicker points out that, "The larger civic structures which Dryden sought to attach himself -- the crown, its instruments and ministries, its programs and prerogatives -- were not much more fixed or stable than were taste or favour. The Civil Wars their persistent shadow, and the repeated crises of the later seventeenth century taught the fragility of institutions and the uncertainty of fortune" (4). Davenant and Dryden use the stage to create and represent Britain in a "congealed form" moving from a "fluid" and potentially unruly state to a solid order: from radical ideas to a permanent form of government, with its foundations in history of England, that in turn cannot easily be disturbed.
The English Restoration is often referred to as "post-reformation"; however, the events following the Civil War also played a significant role in defining the relationship between monarchy and Parliament as well as church and state. Jacqueline Rose shows how the "interplay of politics and religion" has provided foundations for the latest Restoration historiography and has raised an awareness of the "complex associations between religious and political positions after 1660" (10). As a result, anxiety surrounding church and state ultimately "shows the Restoration to be part of the ‘Long Reformation’ and the ecclesiastical powers to be a vital element of the political thought of early modern England" (10). Similarly, "the alliance of an indefeasible hereditary divine right monarchy with the established Episcopal Church of England united in preventing any repetition of the Civil Wars" (10). Ultimately, Royalists sought to align church and state and promote kingship. The English Reformation rested on the idea that the monarchy and the established church were invariably allied. Likewise, Charles II and James II no longer presided over an increasingly secularized and tolerant society purged of its pious rage by the Puritan Revolution, but governed a world in which "popery" and "fanaticism" were as dominant as the twinned fears of arbitrary government and anarchy (Rose 11).  Davenant and Dryden's Tempest is transformed into a play advocating tradition and a political mouthpiece of  monarchy. The text makes constant references to the prevention of "the further shedding of Christian blood" (2.1.67). Thus, Dryden uses religious rhetoric in order to appeal to the masses, insinuating that the alliance between church and state will work to prevent future disputes, and that the result of English Civil War was nothing more than the spilling of  "innocent" blood. 
Likewise, although the year 1660 was meant to celebrate the restored monarchy, the memory of Charles I was not lost in England's bloody past.  In fact, it was the attitudes that were connected with Charles I that once again rose to the surface when his son, Charles II, took the crown. Maguire notes, "There were two restorations in 1660: The literal restoration of Charles II and the metaphorical restoration (or retention) of Charles I as father-king-god" (140). Charles II wished to be depicted as a "holy martyr," a mythological king who was blessed by god himself. She also notes how Stuart mythographers transferred the concept of "the king's two bodies" where they assign the human and divine natures of Christ to the bodies of Charles I and Charles II. Charles I becomes the body natural and Charles II becomes the body politic, thus representing regicide and then restoration. Similarly, in Restoration theatre, the "upper and lower plots artfully provide a double portrait of the martyred and restored kings" (Maguire 144). Prospero is depicted as "god like" and all transgressions against the crown in The Enchanted Island are viewed as mortal sins and a betrayal of not only the crown, but also of "Heav'n". Once stranded on the unknown island, members of the high plot begin to repent for their crimes against god, who has taken the form of Prospero, a "father-king-god":


Alonzo:
Then, then, we should have helpt it, when
Thou betrayedst thy brother Prospero, and Mantua's
Infant sovereign to my power: and when I, too
ambitious, took by force anothers right; then lost we
Ferdinand, then forfeited our Navy to this Tempest
                                                                            (2.1.15-20)

Antonio:
Indeed we first broke truth with Heav'n;
You to the waves an infant Price expos'd,
And on the waves have lost an only Son;
I did usurp my Brother's fertile lands, and now
I am cast upon this desert Isle
                                                                           (2.1.20-5) 

Alonzo recognizes that their plot to betray Prospero has now left them outcasts at sea and they have both received punishment for their sins. Alonzo not only repents his misdeeds, but he also makes known that it was proud "ambition" which was responsible for having usurped what was another's birth right. However, the fact that Alonzo and Antonio later repent their actions against Prospero also restores them as loyal subjects. When Charles II took the throne in 1660, one of his duties as the "holy martyr" was to forgive those who had turned their back on Charles I. His "blessed rule" was one of forgiveness and of minimal bloodshed.  Maguire quotes Abraham Cowley[footnoteRef:2], who claims that the political act of Restoration became the tragicomic resurrection of King Charles II. She argues that Charles II incorporated both his father's mythological and his own practical kingship into his rule and according to Cowley, Charles II inherited 'the double Royalty of Earth and Heaven, / Who crown'd the Kingly with the Martyr's Crown' (14). What is also interesting to note is that while the characters of the high plot are forgiven for their transgressions against Heaven, the low plot figures summon devils and utilizes witchcraft in order to acquire power:  [2:   Abraham Cowley: Staunch royalist and supporter of King Charles II, published Upon His Majesties Restoration and Return in 1660, which praised the new King and his role in keeping peace throughout England: "Your Universal gentle Influence, / To calm the stormy World, and still the rage of Warrs" (3-4).
] 


Caliban: 
We want Musick, we want Mirth,
Up, Dam, and Cleave the Earth,
We have now no Lords that wrong us,
Send they merry Sprights among us 

Trincalo: 
What a merry Tyrant am I, 
to have my Musick and pay nothing for't? 
come hands, hands, Let's lose no time 
while the Devil's in the Humour
                                                                        (4.2.45-52)

Caliban boasts about how he is no longer ruled by Prospero while Trincalo takes pride in the luxuries he has acquired through his arranged marriage. The juxtaposition between heaven and hell further equates the monarchy with unwavering goodness while the parliamentarians are depicted as corrupt and predominately evil in nature.  As Debord argues, "The spectacle erases the dividing line between self and world, in that the self, under siege by the presence/absence of the world, is eventually overwhelmed; it likewise erases the dividing line between true and false, repressing all directly lived truth beneath the real presence of the falsehood maintained by the organization of appearances" (219). The use of images plays a key role in these scenes, for Dryden attempts to clearly divide the two forms of government. Debord notes that the concepts of "true" and "false" are no longer distinguishable from one another. However, Dryden attempts to separate the monarchy and Parliament by differentiating right from wrong.  He achieves this by highlighting the moral righteousness of the high plot and their newfound loyalty to god and the crown and contrasting these images to the physically deformed bodies of devils and the lack of a moral conscience that is found in Trincalo and the other low plot sailors. 
The Use of Comedy: The Spectacle and Tragicomedy during the Restoration 
Davenant and Dryden also used comedy in order to stage a political spectacle. The tragicomedy was the most popular mode of drama during the English Restoration as it was used as a political tool for reinstating the Stuarts (Fisk 97).  Although The Enchanted Island borrows from the eighteenth-century Modish tragicomedy split plot[footnoteRef:3] that Dryden had mastered during the Restoration, the extension of the low plot predominately serves to highlight the political tensions in respect to the crown. According to Maguire, "the very nature of tragicomedy made the genre suitable for marketing a restored king with a decapitated father...The mythology of the martyred father and the restored (reborn) son stretched the 'tragedy' of Charles I both politically and emotionally" (14). Ultimately, playwrights by dramatizing this myth attempted to appropriate tragicomedy's movement from a threatened environment to a stable one (Fisk 97). Furthermore, despite similarities between the original and the adaptation, only one third of Shakespeare's text is kept in the re-write. The Tempest or The Enchanted Island alters Shakespeare's original text and creates a new political emphasis and dramatic expansion of the low plot characters. Trinculo has roughly thirty-five lines in the original and well over one hundred in the adaptation and this goes for both the characters of Stephano and the added character Ventoso.  Similarly, the subplot, in which the seaman Stephano and Trinculo attempt to establish their own rival dukedoms, supports this double application to the politics of the 1640s and those of 1667, but here the juxtaposition of high politics and low plot creates comedy (Foster 10). By highlighting the role of the sailors in the low plot, Dryden is able to emphasize the incompetence of their rule in comparison to Prospero's monarch-like authority. Furthermore, the dukes retain their followers either by installing them as multiple viceroys or by offering them a combination of liquor and lovers. The profusion of jostling dukes at first recalls the current struggle between Clarendon and Buckingham, but by the end of act four, the competing dukes have led their new colony to a civil war that also mocks the mutual accusations of Parliament and Charles I (Gavin 10). The defining aspect of the sailors in Dryden's play is the fact that they are continuously intoxicated. Similarly, all activity and discussion of political ideology is constantly interrupted by various descriptions of Trincalo's "immortal liquor" which helps Caliban gleefully agree to servitude.  Sycorax also possesses what appears to be an unnatural desire for the bottle and requests from Trincalo the "fine thing".  Trincalo responds by stating, "My dear Blobber-lips; this, observe my chuck, is a badge of my Sea-Office; my fair fuss, thou does not know it" (3.3.14-15). Trincalo's "badge" of a sailor is the bottle and he influences Caliban and his sister through the promise of a drink, which Caliban ultimately associates with a type of freedom. However, this freedom he acquires through Trincalo is both selfish and gluttonous. Trincalo also refers to himself as "Old Simon the King" a title of an English drinking song which recommends drink as the sovereign cure for all ills as men become leaders of their private world. Ironically, much of Trincalo's influence takes place only within his "private world" exerting no real influence over any other primary characters. The use of comedy intermixed with current political concerns eventually led those who opposed the royalist efforts to become mere "representations" of groups of individuals. Likewise, all potential threats to the crown are diffused through spectacle and the complete lack of competence on the part of the sailors.  [3:   According to Brian Corman, Marriage a la Mode is a quintessential Restoration split-plot tragicomedy. The form gained popularity in England with Much Ado about Nothing as the best known example. During the Restoration, Dryden juxtaposes a comic plot of courtship of adultery with a heroic romance plot of love and courtship. The comic plot depicts private life and the heroic politics and statecraft (43). However in The Enchanted Island, one could argue that these are reversed: the comedic low plot of the sailors is representative of state politics and the heroic high plot is focused more so on patriarchal matters of the home. ] 

The Low Plot to Address Political Issues: Parliament vs. Monarchy 
The extension of the low plot is also a means of addressing and further exploring radical ideas proposed in Shakespeare's Tempest. The low plot characters are detached from the main plot as they become the focal point of the entire play. All action appears to be connected to the political debates taking place among Trincalo and his acquired subjects, whether directly influenced or not. In the original text Gonzalo makes reference to the concept of a commonwealth when he states, “I’ the commonwealth I would by contraries / Execute all things; for no kind of traffic / Would I admit; no name of magistrate; / Letters should not be known; riches, poverty, / And use of service, none; contract, succession, / Bourn, bound of land, tilth, vineyard, none” (2.1.52-57). Gonzalo critiques colonization and the crown by highlighting the ills of society and suggesting a kind of utopia. Dryden subverts this radical idea by removing Gonzalo’s powerful speech and replacing the theme of a commonwealth with three drunkards who fight for government control.  Maus also claims that "the adapters find that they must shoulder aside Shakespeare's central concerns or at best grant them a marginal status. The fundamental problems are different now, and demand a new, if in some ways inferior, treatment" (206). However, the central ideas of Shakespeare's original text are not "marginalized" but instead brought to the surface in a new light. Davenant and Dryden draw attention to the threatening aspects of the original text and in turn subvert them by bringing them to the surface.   Dryden depicts the Parliamentarians as members of the lower class and representatives of an alternate form of government. This opposition is subverted by the fact that characters such as Trincalo and Stephano, who compete for political authority,  are depicted as drunken sailors, posing no real threat to the  Island's current control.  
Debord argues that the spectacle is primarily mediated by images, asserting that "human life, which is to say all social life, is mere appearance" (10). Davenant and Dryden use The Tempest as a visual display of the weak and incapable nature of Parliamentary authority in a controlled space in order to diffuse any threats to the monarchy.  Stephano, master of the ship, and his crew members find themselves stranded on what appears to be an unoccupied island. The added character of Mustacho declares, "Our ship is sunk, and we can never get home agen: we must e'en turn Salvages, and the next that catches his Fellow may eat him" (2.2.48-50).  Ventoso instead proposes a government claiming, "if we live well and orderly, Heav'n will drive the Shipwracks ashore to make us all rich; therefore let us carry good conscience and not eat one another" (2.2.51-53). As a result Stephano, the "Master at sea" declares himself as a duke on land, and appoints Ventoso his viceroy, a regal official who will run the island in the name of the monarch. Despite the fact that Ventoso proposes a government, it is undermined by Mustacho's first notion to become "salvages" and engage in barbaric, ‘uncivilized’ behaviour. Vaughn points out that "the mariners are not of noble blood, and their drunken discourses expose the futility of democratic impulses" (77). Similarly, "the sailors' plot becomes the chief instrument of the revisers to prove that all republican experiments are inevitably bound to fail" (Auberlen 77). Not only does the dialogue attempt to expose the true nature of the sailors as rash and uncivil, but also critiques a republic as a futile form of government. Ventuso's suggestion is in fact nothing more than an "impulse," an unreflective desire to act with no legitimate motivating force or rational. The text highlights the ridiculous through the use of spectacle. The absurd suggestion that they must resort to cannibalism transforms the sailors into a stereotypical and fabricated representation of the Parliamentarians and, as a result, diffuses any threats to the crown.    
Debord also recognizes society's opposing power structures, in which oppressed groups of individuals not only wish to voice their political concerns and opinions but also aim to actively take part in the decision making process. Debord states, "This is not to say that the spectacle's sham battles between competing versions of alienated power are not also real; they do express the system's uneven and conflict ridden development, as well as the relatively contradictory interests of those classes or fractions of classes that recognize the system and strive in this way to carve out a role for themselves in it" (56). I will connect this to Debord’s theory of ‘recuperation’ described as the process by which politically radical ideas are co-opted, diffused, and commodified within society and thus become interpreted through a more socially accepted viewpoint (Debord 56). The Enchanted Island takes a potentially radical idea and transforms it into a comic scenario in which men with no social standing compete for power. Davenant and Dryden attempt to express the desires of those "fractions" of society that attempt to "carve out a role" for themselves as a part of society's unified whole. Dryden, as mentioned previously, equates the characters of the low plot with the Parliamentarians as they unsuccessfully jockey for power. A prime example is evident in the opening scene as Prospero's conjured tempest has taken hold of Stephano's ship. There exists a clear power struggle on board between Trincalo and his attendants and Gonzalo's company who are of noble blood. As Trincalo attempts to clear the deck he assigns orders to men which are stationed above him stating:

Trincalo:
I, when the Sea is hence; 
what care these roarers for the name of the Duke?
 to Cabin; silence; trouble us not

Gonzalo:
Good friend, remember whom thou hast aboard

Trincalo:
None that I love more than my self: you are a counsellor, 
if you can advise these Elements to silence: use your wisdom: 
if you cannot, make your self ready in the Cabin for the ill hour. 
Cheerly good hearts! out of our way, Sirs.
                                                                          (1.1.21-27)

In a moment of uncertainty, Gonzalo questions Trincalo's lack of restraint by reminding him that he is of a higher social class. Trincalo responds by stating that his position is futile on the stormy seas and unless he has the ability to control the natural elements of the earth, his services are not needed. This opening dialogue foreshadows the varying degrees of power struggles that will take place once on land. As Debord argues, "The spectacle is the acme of ideology for in its full flower it exposes and manifests the essence of all ideological systems: the impoverishment, enslavement and negation of real life. Materially, the spectacle is the expression of estrangement, of alienation between man and man" (215). The seas function as a temporary balance of power. Trincalo is able to address Gonzalo with an air of authority he would be otherwise unable to do on land and the two distinct realities become blurred. Once on land, Trincalo only declares himself ruler because he is unaware of any other bodies on the island and is given no knowledge of Prospero's existence. Dryden emphasizes that within this unity there exists a natural hierarchy, and those who attempt to subvert this order rebel against the state: "By pointing up these great differences, while appealing to criteria of quite a different order, the spectacle is able to portray them as markers of radically distinct social systems" (56). Likewise, due to the tensions between Parliament and the crown, it is important to recognize that Stephano also cannot deem himself king of the Island, but must claim the lesser title of duke.   
The Violent Nature of Low Plot Characters 
Dryden and Davenant emphasize the violent nature of the low plot characters when exploring power structures in The Enchanted Island. In Shakespeare's Tempest, all acts of rebellion that are orchestrated between the low plot characters are directed towards Prospero and members of the high plot. However, in Dryden's adaptation all violence remains between the crew members in order to diffuse any threats to the crown. The sailors arrive on the sands of the unknown island without any knowledge of Prospero's rule or Caliban's claim to the land. Schille's essay, "Man Hungry: Exploring Colonial Threats in the Enchanted Island," argues that, "what leads to their political conflicts, then, is not dissatisfaction with the existing forms of dominion or even personal ambition (Caliban's motives), but fear of the wild man[footnoteRef:4] inside...competition for power shows itself as it does in the animal kingdom, in competition for sex and food" (279). Thus, after finding themselves without the necessary means for survival, the sailors consider cannibalism as a food source and lament on the sexual appetite of their wives, if they are to be permanently stranded on the island. It is predominately these base desires that the sailors exhibit which are equated with the "wild-man" and stereotypical interpretations of the "other." However, this may be an over-simplification of the characters and of the play itself, especially given the new additions of the political language used in these scenes. In The Enchanted Island, and particularly among the low plot characters, there exists a power struggle that goes far beyond the barest necessities of "sex" and "food": an ambitious drive to rule over the inhabitants of the island in an attempt to create their own version of a settled government. Personal ambition and power are not lost but rather incorporated alongside the base needs, to demonstrate that at the core of man is a deep-seated desire for political power, even if it is misplaced. As a result, violent behaviour ensues between Trincalo and Stephano over the possession of the island as both provide reasoning to legitimize their rule. Trincalo refuses to acknowledge Stephano's control and what he refers to as a "settled government" and as a result, Ventuso refers to Trincalo as a "barbarous Prince" (3.3.156).  In a speech of rebellion Trincalo states, "I say this Island shall be under Trincalo, or it shall be a Common-wealth; and so my Bottle is my Buckler, and so I draw my sword" (3.3.136-37). Trincalo stands in opposition to Stephano, who according to Maguire, "claims his succession by a sort of hereditary divine right transference" (133) and asserts hold over the island by conquest. Trincalo also ensures the other sailors that whenever their paths cross it will result in violence: "Duke Trincalo declares, that he will make open war wherever he meets thee or thy Vice-Roys" (3.3.150). What is significant in this scene is not only does Dryden depict the Parliamentarians as plebeian figures of the lower class, unable to orchestrate a successful government as well as representatives of  "confused, inconsistent, and ineffective succession theories", but he also turns the sailors against one another. One reading is to assume that the characters represent conflicting notions of authority within Parliament and the "futility" of such governance; that every decision made is undermined by uncivil and self-serving desires. However, Stephano could also be depicted as a monarchal figure as he attempts to over throw Trincalo's rebellion, evident when he states, "Hold, hold, I'le have no blood-shed: My subjects are but few: let him make a rebellion By himself ; and a Rebel, I Duke Stephano declare him" (2.3.148-49). The low plot characters are divided into a hierarchal order and this division allows Davenant and Dryden to take their sociopolitical critique a step further by alluding to the events surrounding the execution of Charles I. Had these lines been incorporated in the high plot, it would have been difficult to subvert through the use of comedy. These highly political scenes require elements of the ridiculous in order to effectively achieve a spectacle. What is also interesting is that the power dynamic alters back and forth between both Stephano and Trincalo. When Stephano once again refuses to be settled under Trincalo's government, Trincalo states, "I see if once a Rebel, then ever a Rebel. Did I receive thee into grace for this? I will correct thee with my Royal Hand" (4.2.46-47). In this instance, it is Stephano who has taken on the role of the rebel. By having Stephano and Trincalo continuously alter positions of authority, Dryden can simultaneously critique the power struggle between Parliamentary forces alongside the unavoidable tensions between monarchy and Parliament.  [4:  Schille uses Miner's definition of the "wild-man", referring to humans in their basest form in competition for both sex and food. He explains that the two persistent motifs of literature concerning such figures are cannibalism and indiscriminate breeding (279).  ] 

Furthermore, Trincalo accuses Stephano and his crew of being "spies" as opposed to "Embassadors," a clear miscommunication and also reminiscent of accusations of royalist conspiracy that took place throughout the Civil War. When Mustacho asks for a sip of his liquor, Trincalo responds by stating, "That I refuse, till acts of Hostility be ceas'd./ These Rogues are rather Spies than Embassadors; / I must take heed of my Butt. They come to pry / Into the secrets of my Dukedom" (3.3.152-155). According to Smith, Charles I resorted to intrigue when the normal political channels were not capable of achieving his desired aims, yet efforts of Royalist espionage were often unrealistic and ridiculous. Charles I completely failed to understand how his efforts to gain support from Ireland might be interpreted and did not fully comprehend the nature of the divisions in Ireland (67). Davenant and Dryden play off the idea of the ridiculous in order to undermine and previous attempts of Royalist plots, suggesting any attempt at networking was essentially harmless. However, the chaos amongst characters in the low plot implies that usurpations and commonwealths are by their very nature self-limiting and self-destroying.
Davenant and Dryden also controversially address the initial causes of the Civil War through the use of Stephano and Trincalo's dialogue.  When speaking on behalf of his ruler, Duke Stephano, Mustacho states, "Our Lord and Master, Duke Stephano, has sent us in the first place to demand of you, upon what ground you make War against him, having no right to govern here, as being elected only by your own Voice " (3.3.17-20). According to Maguire, "the anarchy of 1649 and 1659 moves into the play, and Davenant and Dryden come dangerously close to being explicit about sensitive issues. Indeed, Ventoso asks an inflammatory and festering question often in dispute after 1649: "Who took up arms first, the Prince or the People?" (4.2.150)” (62). Much Restoration literature sought to avoid this debate; however, Mathew Neufeld points out that works by Henry Foulis[footnoteRef:5] and Roger L'estrange[footnoteRef:6] provide accounts of the Puritan-inspired resistance to show that many non-conformist religions were naturally seditious (39). Similarly, having initially opposed Charles I in Parliament, many religious factions joined forces with Parliament and were responsible for the regicide (Neufeld 39). As chaos ensues, Trincalo declares:  [5:   In 1662 Henry Foulis published ‘The History of the Wicked Plots and Conspiracies of our pretended Saints, the Presbyterians.’ where he openly accused both Catholics and Presbyterians of the ten-year destructive war. 
]  [6:   In 1662 Roger Lestrange Published "A memento, directed to all those that truly reverence the memory of King Charles the martyr and as passionately wish the honour, safety, and happinesse of his royall successour, our most gratious sovereign Charles the II". Lestrange was a mouthpiece for the Royalist cause and argued that the people of England were responsible for the outbreak of the English Civil Wars. 
] 


Trincalo:
The whole Nation is up in Arms, and shall I stand idle?
I'le not pursue too far, For fear the Enemy should rally agen and surprise my Butt in the Cittadel; well, I must be rid of my Lady Trincalo, she will be in the fashion else; first Cuckold her Husband, and then sue for a separation, to get Alimony 
                                                                                (4.2.160-66)

In order to justify Royalist efforts, Dryden suggests it was first the people that took up arms as the hostility between Parliament and the monarchy rose. Trincalo is left in bafflement, as and a state of "surprise" as he is rendered helpless in a moment of violence. He also realizes that his alliance with Sycorax is futile, claiming that she will "cuckold him to get alimony". Ultimately, the dispute between the low plot characters in this scene can also be read as a recreation of the events that began the Civil Wars, in an attempt to stage the political and social turmoil that came with it. 
Caliban and the Threat of Colonization 
The characters of Caliban and his sister, Sycorax, are often analyzed as representations of "the other" and are also significantly altered in The Enchanted Island. According to Tim Keenan, by presenting such "natural" characters encountering "civilized" behaviour for the first time, the play becomes an ideal vehicle with which to explore the dramatic possibilities of Hobbes's materialistic philosophy[footnoteRef:7] (68). In Shakespeare's Tempest, Caliban is depicted as both vengeful and savage and with the help of Trincalo and Stephano, plots the murder of his master, Prospero. Caliban's primary concern in the original text is not only to escape Prospero's tyrannical grip but also to regain his rightful possession of the island. Kevin Pask argues that "Caliban seems to threaten the collapse of hierarchies, especially the hierarchies regulated by aristocratic marriage... Caliban possesses a plausible claim to aristocratic status: possession of the island by inheritance from his mother Sycorax and Prospero never disputes this claim" (756). Thus, Caliban's notions of inheritance appear to be legitimate. Opposing views on colonization were also prevalent prior to and during the English Civil War. For example, the colony of Barbados and the surrounding territorial waters experienced a division between the Royalists and Parliamentarians and the words "Roundhead" and "Cavalier" were banned to maintain peace. The island had not been involved in the war until the execution of Charles I; however, by late April of 1650, Barbados and many of the colonies where royalists had sought refuge had become polarized, just as England had. Similarly, Barbados had arrived at precisely the situation that the elite, in the interest of preserving its privileged position, had sought to avoid. Landowners, freemen, and some of the more trusted white servants had taken up arms, leaving their residences to muster (Pestana 95-96). Furthermore, "rebel negro slaves in the woods" (96) were a perennial problem, as was the potential for an uprising of both servants and slaves. These events also led to the first Anglo-Dutch War. Thus, issue of rebellion was a constant fear, especially in the eyes of the Royalists. Davenant and Dryden retain Caliban's lines from Shakespeare's text as he sings his way to a type of "freedom" and becomes loyal to the parliamentarians: [7:   Hobbes in his work, Leviathan argues for an absolute rule of society by a sovereign and that the ideal form of government is monarchy, claiming that a commonwealth is but an "artificial man". He also argues that man is brutish and self-serving in his natural state. ] 

Caliban Sings:
Farewel, old Master, farewel, farewel.
No more Dams I'le make for Fish,
Nor fetch in Firing at requiring,
Nor scrape Trencher, nor wash Dish,
Ban, Ban, Cackaliban
Has a new Master, get a new Man.
Heigh-day, Freedom, freedom!
                                                                           (2.3.213-219)

When under the control of the drunken sailors or the Parliamentarians, Caliban believes he possesses a greater sense of agency; however, the Restoration adaptation attempts to subvert the problematic image of  "the other" in a place of undisputed power. Pask suggests that in the Davenant and Dryden version, "the monstrous sexuality of Shakespeare's Caliban is regularized and generalized as the natural sexuality" and altogether he "dwindles to the status of a pimp" (743).  The Enchanted Island also incorporates Sycorax, a once absent character in The Tempest, who rises to a primary role in the low plot in the adaptation. The transformation of Sycorax, the dead mother of Caliban in Shakespeare's Tempest, into Caliban's sister and sometime lover, makes Caliban a grotesque and even comic foil to the sexual pairings elsewhere emphasized in the play rather than a genuine challenge to Prospero (Pask 743). Unlike the sailors who are depicted as unable to form a legitimate working government, Caliban's threat is overturned by rendering him helpless. Caliban is used to subvert the threat of the unknown, where the idea of "the other" arose constant fear and anxiety amongst the public as England became a leading colonial superpower. 
	The power of language also plays a significant role when considering the adaptation in comparison to the source text. Similar to Shakespeare's Tempest, Caliban aligns himself with the character of Trincalo, for he declares servitude to a "brave god" who "bears celestial liquor" in an attempt to escape Prospero's authority. Trincalo accepts his allegiance by declaring that Caliban "comes of a good Natur'd Race" (2.3.202). He inquires whether or not Caliban has the potential to become "civil" by asking, "Monster what say'st thou, art thou content to turn civil and sober, as I am? For then thou shalt be my subject" (2.3.182-184).  Similarly he states, "If thou wert a Monster of parts I would make thee master of ceremonies, to conduct 'em in. The Devil take all dunces; thou hast lost a brave employment by not being a Linguist, and for want of behaviour" (4.2.5-10). In the source text, Caliban is distinguished by his poetic verse and romantic fluidity of speech. It appears as though Trincalo's aim is to civilize the native "monster" based on his apparent rhetorical skills. What is also interesting about these scenes is that Caliban utilizes his speech as a weapon and essentially masquerades as a colonizer. A line that remains from Shakespeare's Tempest is that in which Caliban acknowledges that power he has acquired by learning English: "You taught me language, and my profit by it is, that I know to curse: the red botch rid you for learning me your language" (1.2.299-301). Caliban attempts to use language as a weapon against Prospero just as Prospero uses it against him. Prospero lists Caliban’s shortcomings and describes his own good treatment of him, but Caliban answers with curses: "Oh ho, Oh ho, would t'had been done: thou did'st prevent me, I had peopl'd else this Isle with Calibans" (1.2.287-289). Some scholarship argues that Prospero provides Caliban with the necessary skills to defeat him through language; however, this analysis is limited. Prospero takes great pride in his mastery over the English language and of his studies, which he asserts early on in the first act: "knowing I lov'd my Books, he furnisht me from mine own Library, with Volumes which I prize above my Dukedom" (1.2.99-100). Prospero speaks of how Gonzalo was able to salvage many of his beloved books before he was banished and stripped of his title, claiming that he prizes their worth above his Dukedom. For Prospero, his studies and his superior knowledge are his link to civilization and is what allows him to be able to exist in a civilized society. However, for Caliban to also possess such skills is entirely problematic in the eyes of Dryden and Davenant. Thus, there exists a level of performity when Caliban is addressing Prospero in that manner that he does. Another attribute which helps to define Prospero as a "civilized" being is not only his language and ability to use words, but also his powerful rhetorical skills when conversing with both Miranda and Dorinda, Hippolito, and his servant, Ariel. Prospero has the ability to manipulate other characters into a subservient behaviour and the power to convince others of his innocence through his dramatic story-telling. Prospero's language drives the plot forward, whereas Caliban no longer convinces Trincalo and the other crew members to kill his master, he can only curse Prospero for his wrong doings.  Davenant and Dryden allow Caliban the gift of a poetic tongue, although nothing becomes of it as it does in the original text. They also highlight not only the hierarchal nature of speech but also the unreliability of language. Caliban does not speak a broken and confused version of English but rather fully adapts himself to how Prospero uses his words. What frightens Caliban is Prospero's magical capabilities: “No prethee! / I must obey. His Art is of such power, / It would controul my Dam's God, Setebos, / And make a Vassal of him" (1.2.308-311). Caliban lives in fear of Prospero's constant torment, but it is not because he is unable to use language, but rather because he lacks the supernatural abilities of his ruler. According to Maus, "Prospero is profoundly suspicious of anything unteachable or unassimable, anything which, by demanding to be repressed sets limits on his power or sets his benevolence into question" (194). Due to the fact that Caliban is considered uncivilized, his words cannot possess the same amount of power as Prospero's. Caliban's efforts at challenging Prospero with his rhetorical capability are ultimately futile: 
Prospero:
Abhor'd Slave! Who ne're would any print of goodness take, 
being capable of all ill: I pity'd thee, took pains to make thee 
speak, taught thee each hour one thing or other; when 
thou didst not (Savage) know thy own meaning, but 
would'st gabble, like a thing most brutish, I endow'd
thy purposes with words which made them known: 
But thy wild race (though thou did'st learn) had that in't, which good Natures could not abide to be with: therefore wast thou deservedly pent up into this Rock
                                                                              (1.2. 289-298)
Similarly, Caliban learning to speak English can also be contrasted to the scene in which Ferdinand addresses Miranda in one of their very first encounters as he is surprised that she also speaks his language. Although Miranda is an inhabitant of the island, and raised there from infancy, she is not considered to be wild or "uncivil" as Caliban is. In fact, the audience is constantly reminded both Miranda and Ferdinand are not in their native country. 
Miranda:
I am, like you, a mortal, if such you are.
Ferdinand:
My language too! O Heavens! I am the best of them who speak this speech, when I'm in my own Country.
                                                                                (3.4.66-68)
Most importantly, all attempts at civilizing Caliban, not only render him savage and uncivil but also serve to highlight the superiority of the colonizers, as underlying motives also become evident when considering the scene in the context of colonization. Debord argues that "The basically tautological character of the spectacle flows from the simple fact that its means are simultaneously its ends. It is the sun which never sets over the empire of modern passivity. It covers the entire surface of the world and bathes endlessly in its own glory" (13).
The following scenes suggest an exploited situation or a farce as opposed to a legitimate treaty. According to Schille:
     In Dryden and Davenant's play, the obvious colonizers are the sailors, and it is interesting to see how the analysis of power relations shifts from an emphasis on civil discord to colonial exploitation, when they find out the Island is inhabited. Trincalo says he means to "turn [Caliban] civil and sober, as I am [...] for then thou shalt be my subject". The pose of civilizing the indigenous population is, of course, a front for the real motives of colonization. Were it possible Trincalo would market Caliban as an exotic exhibit or spectacle. (281) 
The colonizers attempt to create a "congealed culture" by suggesting they can "civilize" Caliban. This scene, however, not only aims at disestablishing Caliban's claim to the island, but ultimately the sailors as well. Caliban attempts to repossess the space by prostituting his sister to the highest bidder, while Trincalo wishes to gain control through alliance: "Here's two subjects got already, / the Monster, and his Sister: Well, Duke Stephano, I say, and say / agen wars will ensue, and so I Drink. / From this worshipful Monster, and Mistress Monster / his sister, I'le lay claim to this Island by Alliance" (2.3.219-224). Ultimately, Davenant and Dryden subvert all claims to the island by rendering either possibility of power as completely illegitimate. After Stephano agrees to a peace treaty and to serve under his government he states, "I long to have a Rowse to her graces health, / and to the Haunse in Kelder, or rather Haddock in Kelder, for I guess / it will be half fish" (4.2.24-26), Once again, all claims to legitimacy are futile due to the fact that their child would be half fish, and thus not equipped to rule. Recapitulating the hint in Shakespeare, the adaptation’s Caliban also readily changes temporary masters for true rulers, throwing off his alliance with the sailors when presented with the wonder of spectacular nobility: “What a dull fool was I to take these Drunkards for Gods, when such as these were in the world!” (Schille 279). Most importantly, Caliban is able to realize and accept the role he has been assigned in the social order. Likewise,  after a temporary drunken world upside-down from shipwreck, the sailors return to subjection when in the presence of their superiors. As Maus notes, "Davenant and Dryden part company more and more drastically with the Shakespearean text, as they delimit a fundamentally static and besieged character, without means to cope with or reconcile himself to manifold threats he perceives in his world. Their Prospero can never acknowledge his relationship to Caliban; at the end of the new play he orders his slave back into the cave" (197). After a failed experiment has proven their premises wrong, the sailors come to desire their original places in the inherited hierarchy. All attempts to sustain a legitimate rule politically lies in favour with Prospero.

"Strange Bedfellows": Overt Sexuality Amongst the Low Plot Characters
Charles II was a notorious libertine who often received harsh criticism for what appeared to be a life of moral degradation. The Earl of Rochester's satires and bawdy humour did little to alter the public's perception of his overtly sexual lifestyle. During the Restoration, the libertine became a re-occurring character in many tragicomedies and according to Webster, libertine performances in the 1660s evoked the public's fascination, but these performances also often inflamed their outrage and censure. In 1660, there also existed a tension between traditional and progressive ideologies in respect to sexuality. For instance, "Progressive ideology challenged an older tradition often called Patriarchalism, that compared the Monarch's role as a national sovereign to a father's role as the head of the family: just as the father was considered the absolute over the household, the king was the absolute authority over his subjects" (Webster 76). Thus, the terms of the Puritan revolution called the terms of that analogy into question. However, while "progressive ideology opposed traditional notions of monarchical authority, it nevertheless maintained the husbands fathers authority over his wife and children...thus like Stuart ideology, progressive ideology emphasized social order" (Webster 71). Yet, how does one justify a play that focuses on sexuality and physical pleasure as morally upright and conservative in nature? According to Webster, libertine characters must be taught a lesson that eventually properly socializes and includes them as a part of the larger and superior hegemonic group (79). I use this definition when considering the adaptor's reasoning for including a character with an extreme sexual appetite.
In Davenant and Dryden's Enchanted Island, overtly sexual characters such as Hippolito are contrasted to the Island inhabitants, Caliban and his sister Sycorax. Caliban -- who functions as a representation of the other -- is depicted as both grotesque and unnatural in his sexual practices. As a result, Caliban and Sycorax are transformed into sexualized bodies and stereotypical caricatures of the other. Hippolito, however, is eventually taught to love one woman and is rightfully restored to the family unit. Hippolito, never having before seen a woman, first becomes infatuated with Dorinda. However, in learning that there exists more than one beautiful woman, not only in the world but also on the island, Hippolito vows to love all women, even at the expense of Ferdinand. Dryden and Davenant's Hippolito, then, is supposedly situated between a male character of extraordinary sexual restraint and a female character of extraordinary sexual appetite; the cross-fertilization results in a male character of insatiate sexuality (Schille 280). Interestingly,  the question of gender also takes central stage in the play. Hippolito is both hyper-sexualized and effeminate, two characteristics that would be seen as problematic to a Restoration audience. Interestingly enough, Charles II was subject to the same type of criticism, due to his unorthodox lifestyle. In a conversation between him and Ferdinand. Hippolito proclaims that the love of only one woman will not suffice:
Ferdinand:
That's but a fond conceit: you are made for one, and one for you

Hippolito:
You cannot tell me, Sir,
I know I am made for twenty hundred Women
(I mean if there so many be ith World)
So that if once I see her I shall love her.
                                                                            (4.1.270-275)

Ferdinand tries to convince Hippolito to commit to only one woman, yet his first attempt proves to be unsuccessful. Although Hippolito states his wish is to be with "twenty hundred women", he is still eventually redeemed in the eyes of the audience. As soon as peace is restored and all is forgiven by Prospero that he realizes his love is for Dorinda. Similar to the original Tempest, Caliban in The Enchanted Island is accused of trying to violate Prospero's daughters Miranda and Dorinda. Prospero states: "Thous most lying Slave, whom stripes may /  move, not kindness. I have us'd thee (filth that thou art) / with human care, and lodg'd thee in my own Cell; /  till thou didst seek to violate the honour of my Children" (1.2.283-286). Due to the fact that Prospero now has two daughters, Caliban’s attempted crime becomes worse as his sexuality is depicted as an actual threat to the social order. All sexual anxieties and political threats are placed on the body of the sexualized other. In The Enchanted Island, Caliban is also given a sexually perverse sister, who possesses hyper-masculine qualities. In a conversation with Trincalo, Stephano attempts to glorify her:
Stephano:
An please your Grace she's somewhat homely, but tgar's no blemish in a Princess. 
She is Virtuous
                                                                            (4.2.101-102) 
Trincalo:
Why then I'll tell thee,
 I found her an hour ago under an Elder-tree, upon a sweet Bed of Nettles, 
singing Tory, Rory, and Ranthurn, Scantum, with her own natural brother.
                                                                             (4.2.107-110)
Trincalo: 
But 'tis no matter, to tell thee true, I marry'd her to be a great man
and so forth: but make no words on't, for I care not
who knows it, and so here's to thee again 
                                                                             (4.2.111-113)
	According to patriarchal tradition, a woman's sexuality is commodified and owned by either a husband or father figure. Dryden enforces love and marriage and warns the audience against being governed by lust. However, he also does so by contrasting "right" and "wrong" forms of sexuality. Hippolito, although effeminate is not a threat to the political or social order. Sycorax, who was often played by a male actor, cuckolds Trincalo and thus disrupts his patriarchal authority. Likewise, Trincalo must marry Sycorax in order to gain in social standing: "But 'tis no matter, to tell thee true, I marry'd her to be a great man and so forth: but make no words on't, for I care not who knows it, and so here's to thee agen, give me the Bottle, Caliban! did you knock the Butt? how does it sound?" (4.2.111-114). Trincalo declares that he cares not who knows that he has married a woman with the intent of acquiring land. Trincalo is unable to attain wealth and power by legitimate means, and as a result, resorts to a role reversal and disrupts gender codes. Similarly, Hippolito is seen as both innocent and naive, and his misdemeanours stem from the fact that he has not been properly integrated into society, whereas Sycorax is experienced and aggressive in her self-serving desires. The Parliamentarians supported colonialism, and it is in these scenes that Dryden also depicts the fear of English men travelling and establishing colonial powers and having sex with native women. It is Sycorax's desire for Trincalo and his consequent claim to sovereignty over the island that enables the comic civil war among the lower-rank characters. Sycorax's desire, however, is a political problem as well as a political solution, especially because her desire is remarkably promiscuous, including even her own brother, and it must be reined in if there is to be any possibility of political order (Schille 276). Sycorax and whichever sailor she chooses to marry, are  unfit to rule as she attempts to claim her hereditary right through an illegitimate means, thus rendering her an imposter. 
	William Davenant and John Dryden's The Enchanted Island goes well beyond a work of mere entertainment and instead provides a "permanent justification" of the existing social and political system through the use of the ridiculous and the absurd. The staging of the low plot scenes invites mockery of those that could potentially overthrow the crown in order to diffuse threats to the ruling order. By using Debord's theory of Spectacle, which argues that everything that once was has become "mere representation" (1), I argue that the Restoration adaptation, The Enchanted Island functions as a form of social control in order to reinforce royalist power by co-opting radical political ideas and re-working them into a unified version of society. The sailors are not only transformed into representations of Parliamentarians but are also depicted as incompetent, self-serving, and lustful.  Davenant and Dryden focus on the violent nature of the low plot characters and their inability to orchestrate a successful government. As a result, tension is removed from the high plot as their constant jockeying for power which does not rightfully belong to them has also left them wandering the shores of an unknown space unprepared for Prospero's plots. Furthermore, Caliban is stripped of his hereditary right to the island, as he is in Shakespeare's play, yet his character is further trivialized by Dryden. Caliban is unfit for self-rule and is demoted into prostituting his sister as a last resort to reclaim what rightfully belongs to him. Furthermore, the overtly sexualized nature of the low plot characters and the island's inhabitants only further justifies the pairings in the high plot and all accept their rightful positions on the social hierarchy. Davenant and Dryden play with sexuality, making Caliban and his sister sexualized caricatures when contrasted to the youthful innocence and curious nature of Miranda and Hippolito. Furthermore, the emphasis on contemporary political themes, as with the re-writing of Shakespeare's heroines, controls the Shakespearean text by limiting it and thus rendering it less dangerous, just as the omission of Shakespeare's language reduces the danger of misinterpretation (Marsden 45). However, this is not to suggest that the adaptations were ineffective when considering the political significance of the work. The Enchanted Island, although seemingly less dangerous than the original text, also functioned to instill a sense of fear. Marsden writes that in the guise of Restoration drama, these adapted works lost the danger. However, I suggest that the dangers associated with the text are not removed but instead, at times, allocated to different characters or themes in the play. For instance, Caliban loses much of his influence or danger in the adaptation, but Prospero's unwavering power over the elements, control over his daughter’s sexuality, and ability to manipulate twice the number of characters makes him twice as dangerous as he first appeared in the original text. Thus, the dangers merely move from the low plot to the high plot characters in favour of royalist ideals, as opposed to being removed from the text altogether.  Lastly, Davenant and Dryden strive to present a "congealed" culture, moving from a "fluid" and potentially unruly state to a solid order; from radical ideas to a permanent form of government, with its foundations in history of England, which cannot be over turned through any type of threat to the existing social order. 











Chapter 2: The High Plot
"Sinners and Sacrilege" 
"Where does Proud Ambition Dwell?...In the Lowest Rooms of Hell"
                                   The Enchanted Island (2.1)

		The re-opening of the English theatre in 1660 provided a space where royalist playwrights including Davenant and Dryden could function as political ventriloquists of Charles II, advocating his royal policies and political superiority to the masses on a large scale. In order to promote the image of a benign yet powerful ruler, The Tempest was adapted with a focus on altering the character of Prospero, who plays the role of a monarchical figure. Shakespeare's Prospero is often characterized as both ironhanded and oppressive. However, in The Enchanted Island, Davenant and Dryden strip Prospero of his tyrannical tendencies and instead portray a benevolent and merciful King-God. Prior to the English Civil War, staunch royalist supporter and philosopher Robert Filmer in his work "Patriarcha: or The Natural Power of Kings"[footnoteRef:8] argued that a king's political power was no more consensual than paternal authority, and that the monarch held the ultimate role of father over all citizens residing in his realm. Although Restoration kingship was no longer directly influenced by the divine-right of kings and there existed an extreme tension between Parliament and the monarchy, the idea of the "Father-King" is the political philosophy in which Dryden re-creates the character of Prospero. Filmer recognized the changing attitude towards monarchy and thus begins his argument by stating that it is commonly assumed that "mankind is naturally endowed and born with freedom from all subjection, and at liberty to choose what form of government it please, and the power which any one man hath over others was at first by human right bestowed according to the discretion of the multitude" (76). He rebukes this idea by claiming that newly "reformed churches" have entertained this notion, and have magnified liberty as if it were the "height of human felicity" (77), never remembering that the desire of liberty was the first cause of the fall of Adam. Filmer ultimately argues that it is corrupt and unnatural for the "multitude" to possess enough power to punish or deprive a king if he is to transgress the laws of the kingdom and that many have been chastised by their commonwealths. Although Prospero still exhibits an authoritative hold over his subjects on the Island, according to the father-king model, the ruler's authority is personal-familial, and the mechanics of the household are the model for political administration (Weber 2). This is also evident in Prospero's relationship with his daughters, for the political tensions that arise are often resolved in the domestic sphere. In Absalom and Achitophel, Dryden uses a biblical allegory in which Charles II is assigned to the role of David. Schille refers to the political satire as a staunch defense of an embattled king and father. Throughout, Dryden draws comparisons between the Jewish people and to the citizens of England: [8:   Robert Filmer's Patriarcha: or The Natural Power of Kings was written not long after 1628, however, was not published until 1680, when it was used as Tory propaganda. ] 

The Jews, a headstrong, moody, murm'ring race,
As ever tri'd th'extent and stretch of grace;
God's pamper'd people whom, debauch'd with ease,
No king could govern, nor no God could please;
                                                            (45-48)
Later, The Duke of Monmouth, who is assigned the role of Achitophel, speaks of his father King Charles II (David): 
My Father governs with unquestion'd right;
The Faith's defender, and mankind's delight:
Good, gracious, just, observant of the laws;
And Heav'n by wonders has espous'd his cause.
Whom has he wrong'd in all his peaceful reign?
                                                            (317-321)

Dryden portrays the rebellious Jews as "These Adam-wits, too fortunately free, Began to dream they wanted liberty"(51-52). However, the apparent freedom to which the people of England believed they were entitled is in fact governed by their wild desires, which no king could govern, nor no God could please. Charles's leniency is emphasized as he is described as "good, gracious, and just" by observing and following the laws of the state. Lastly, Monmouth questions his right to usurp his father's rightful place on the thrown, by questioning who has wronged in his peaceful reign. Monmouth also describes Charles as the "Faith's defender", as he re-asserts Charles's role as not only a father figure to himself, but also the people of England by connecting him with the holiness of the church. 
[image: http://www.wikitree.com/photo.php/thumb/e/e9/Charles_Stuart_II_painting_2.jpg/300px-Charles_Stuart_II_painting_2.jpg]
Figure 1: One of the first portraits commissioned by Charles II after being officially pronounced King. As opposed to a traditional portrait where the subject is drawn from the side and depicted as gazing off into the distance, this particular portrait depicts Charles as both warm and inviting as his attention is focused on that of the viewer. Similarly, instead of battle gear, he wears a cloak, and in the place of a shield of sword, he holds a sceptre in his right hand as a symbol of sovereignty. 

This chapter will focus on the high plot of The Enchanted Island, specifically the character of Prospero, and the role of the aristocrats. Prospero’s lines are significantly reduced; however; he is no longer depicted as an overtly imperious ruler, but a father figure whose authority and power is invested solely in the best interests of his people. I will not only address the celebration of a restored monarchy but also highlight the more serious issues at stake concerning past threats to the crown. When King Charles II assumed the throne in 1660, he signed the Declaration of Breda[footnoteRef:9] in which he provided a pardon for those who committed crimes against the crown during the Civil War, so long as they recognized him as the lawful ruler. Likewise, Prospero readily pardons those who wronged him; however, the guilt and want of repentance is highly emphasized in both the Dryden and Shadwell versions. I will also apply Debord’s theory of the “integrated spectacle” that functions to contrast an ideal state of being with an invented or less optimal state in order to highlight the superiority of the latter. He also described as “a weak democratic tradition, the long monopoly of power enjoyed by a single party of government, and the need to eliminate an unexpected upsurge in revolutionary activity” (156). The existence of the controversial low-plot serves to highlight the idealized rule of Prospero. Without the incompetent minor characters, Prospero would not as easily be able to assert his authority, nor would his rule be viewed as favourable. Prospero, through spectacle, becomes a part of nature in the adaptations, serving to reinforce the royalist conservative view that monarchy is the most natural state of government. The canonization and influential status of Shakespeare’s work was used as a means to justify and regulate the Restoration stage and was achieved through the use of theatrical and political spectacle. [9:  The Declaration of Breda, also known as the "Treaty of Breda" "the possession of that right which God and Nature hath made our due"] 

The Significance of the Natural World 
	Davenant and Dryden emphasize the role of the natural world in the designation of political power as it is through Prospero's control over the forces of nature that social order is eventually restored. Prospero, originally dispossessed by the King of Naples, is overthrown by his brother Antonio. Prospero, being the rightful Duke of Milan, seeks to punish those who have crossed him with the help of his attendant, Ariel. While Antonio and his crew sail back home from India, Prospero calls forth a violent tempest hoping it will leave the passengers of the vessel unharmed, but stranded on the Enchanted Island where he will devise his scheme. In Shakespeare's Tempest, Prospero is often depicted as having abused his spiritual ability; however, in Dryden's version all acts of passion are not of desperation, but rather necessity. As Maus notes, "Like his Prospero he has a lively suspicion of lurking chaos; the source of satiric vigour in poems like Macflecknoe and The Medall lies largely in the tension between immoral disorder and a justly repressive authority" (205). The opening storm scene is extended by roughly forty lines, and although this is partially due to newly specialized stage mechanics, Dryden also attempts to highlight nature's chaotic response to a royal that has been over-thrown by a rebel. This is particularly evident when Alonzo and attendants are surveying the island for the first time: "Beware all fruit but what the birds have peid, / The shadows of the Trees are poisonous too; / A secret venom slides from every branch" (2.1.109-111). Nature itself takes on a violent role which works against those who have been disloyal, for the forest is dark and a "secret venom" exists on every branch. This scene parallels man's original sin, for Antonio has committed the greatest infraction of all, they have tasted ambition and levied for power which was not his to possess: 
Alonzo:
"Then, then, we should have helpt it, 
when thou betrayedst thy Brother Prospero, and Mantua's Infant, 
Sovereign to my power: And when I, too ambitious, took by force anothers right; then lost we Ferdinand, then forfeited our Navy to this Tempest" 
                                                                   (2.4. 16-21)
As a result, nature, which Prospero also at times controls, works against them as they remain stranded in an unknown space. Alonzo states, "I'm faint with hunger, and must despair / Of food, Heav'n hath incens'd the Seas and Shores against us for our crimes" (3.2.17-18). Their bodies suffer the cost of their transgressions and sea "mocks" their efforts to find some form of salvation. Only after the conspirators recognize and take full responsibility for their crimes, does nature return to a tranquil state. By act five the tempest has subsided and the scene alternates to a calming sea surrounded by rocks while music plays gently in the background and Prospero states, "No matter, time will bring 'em to themselves, and / Now their Wine is gone they will not quarrel. / Your Ship is safe and tight, and bravely rigg'd, / As when you first set Sail" (5.2.16-19).  Originally ending with Prospero's soliloquy, where he bids his prison of twelve years adieu, Shadwell's operatic version of The Enchanted Island adds a scene which affirms Prospero's authority over not only his loyal subjects but the natural world as well. In one last attempt to display his powers, Prospero summons Neptune, the god of freshwater and the sea alongside his partner, Amphitrite, who is the female personification of the sea:
Prospero:
Neptune and your fair Amphitrite rise,
Oceanus, with your fair Tethys too, appear;
All ye Sea-Gods and Goddesses, appear!
And teach your sawcy element to obey:
For you have Princes now to entertain,
And unsoil'd Beauties, with fresh youthful Lovers
                                                                (5.2)
It is unclear whether Prospero wishes to summon the gods themselves or merely a spectacle of illusion to entertain his guests. However, by summoning various Sea Gods, Prospero once again places himself in a position of ultimate superiority. As mentioned in the previous chapter, the sea functions as a temporary balance of power between various social classes. Low plot characters are able to address members of the aristocracy with an air of authority they would be otherwise be unable to utilize on land and the two distinct realities become blurred. However, by the end of the play, it is also the sea that is responsible for restoring order and tranquility:
Amphitrite:
Let 'em not bluster to disturb our ears,
Or strike those noble passengers with fears.
Neptune:
Afford 'em only such an easy gale,
As pleasantly may swell each sail

Amphitrite:
While fell sea-monsters cause intestine jars,
This empire that you invade by foreign wars

Neptune:
But you shall now be still,
And you shall obey my Amphitrite's will

Aeolus:
You I'll obey, who at one stroke can make,
With your dread trident, the whole earth to quake
Come down, my blusterers, swell no more,
Stormy rage give o'er
                                                    (5.2)
Prospero asks not only Neptune for the sea to remain calm but also calls forth Aeolus or the wind to "be still" so they may depart the island in peace. The "sawcy elements" have now calmed and the stormy rage which once reflected an imbalance of power, marking a potential threat, has now subsided. Prospero is not only able to conjure aspects of the natural world, but also embodies the forces of nature through Ariel. As a result, Prospero is also able to transcend time, offering a sense of permanence to his rule. Ariel, who will be discussed later in this chapter, also stands in contrast to characters such as Caliban, who is a part of the natural world yet is unable to find a role in it. Ariel, who remains a loyal subject to Prospero throughout the play, is given a mate and is ultimately able to transcend the natural world alongside Prospero to a domesticated and "civilized" one.  Similarly, the island is referred to an "empire" that will not be invaded by "foreign wars", implying that England too, has reached a state of strength and stability. 
Heaven and Earth: The Enchanted Island as a Political Utopia and Prospero as a "Father-King"
	Davenant and Dryden intertwine the spiritual and the temporal world as a means to reinforce the inter-connectedness of church and state and in doing so place the monarchy as a part of the spiritual hierarchy. Prospero's authority is divine in nature and reminiscent of a king-god who utilizes a paternal hold over his subjects. According to Maguire, "after 1649, kings maintained power, at least in plays. by political, social, and economic necessity rather than by divine right" (159). However, Davenant and Dryden use the holiness of the church as a means to promote royalist ideologies. Dryden's religious affiliations over the course of the Restoration were increasingly inspired by Catholicism yet he was a devout adherent to church and state. In 1687, Dryden published The Hind and the Panther, an allegorical poem which addresses the controversy between different religious sects of England, predominately, the Hind (the Catholic Church) and the Panther (the Church of England). Finally in 1686, Dryden converted to Catholicism, a natural result of his conservative theological tendencies, but also of his fidelity to the Catholic King James II. Despite Dryden's strong religious affirmations  the use of religion as a means of royalist propaganda is evident throughout the text. In the final lines of the play, Prospero reflects on his time spent on the island no longer describing it as a prison, but rather as a "place of refuge":
Prospero:
Henceforth this Isle to the afflicted be
A place of refuge as it was to me;
The promise of blooming Spring live here,
And all the Blessings of the rip'ning year,
On my retreat let Heaven and Nature smile,
And ever flourish the Enchanted Isle
                                                               (5.2.261-266)

Despite the fact that Prospero departs the island, the space remains enchanted and ever flourishing. According to Calvi, "In accordance with the rules of comedy, this ending plays upon the notes of final harmony that reunites Heaven and earth, which benignly smile upon the still Enchanted Island" (32). In other words, Dryden and Davenant follow the comedic tradition by reuniting both heaven and earth. However,  the heavens plays a far greater role throughout the course of the play, functioning as a mock political utopia. Both "Heaven and Nature smile" due to the balance of power that has been restored in the temporal world. According to Debord:
Philosophy, the power of separate thought and the thought of separate power, could never by itself supersede theology. The spectacle is the material reconstruction of the religious illusion. Spectacular technology has not dispelled the religious clouds where men had placed their own powers detached from themselves; it has only tied them to an earthly base. The most earthly life thus becomes opaque and unbreathable. It no longer projects into the sky but shelters within itself its absolute denial, its fallacious paradise. The spectacle is the technical realization of the exile of human powers into a beyond; it is separation perfected within the interior of man (20). 
When considering Debord's theory of the spectacle in combination with religion as a means to promote political stability, it can be argued that the island becomes a place of rebirth and self- renewal. However, this re-birth is a "reconstruction of religious illusion" used to enforce monarchy as a superior form of government and thus tying religion to the ultimate "earthly base". The island can also be interpreted as a type of purgatory: an intermediate state after physical death in which those destined for heaven "undergo purification, so as to achieve the holiness necessary to enter the joy of heaven" (Calvi 34).  As explored in the first chapter, the low plot or "parliamentarians" must eventually come to terms with the natural hierarchal order, just as the members of the aristocracy must seek forgiveness of heaven for their transgressions against the monarchy. 
 
Repentance and The Integrated Spectacle 
	Throughout the Restoration, the genre of tragicomedy flourished and differed from previously popular "Fletcharian tragicomedy". According to Maguire, a Fletcharian tragicomedy evokes a sense of being distanced from the murkiness and muddle of ordinary life. Fletcher, for instance, insists on clear-cut dichotomies between good and evil and engineers the unlikely, beneficent denouement through rhetoric rather than through the decision of his characters. While retaining a substratum of Fletcharian tragicomedy, the Caroline dramatists elaborated his mode by increasing "complexity" and "artificiality" and shifted their focus to the ambivalent conflicts of individuals struggling with competing values (53). With a newly restored King, the people of England were still conflicted by the outcome of the Civil War, especially in regard to the continuous conflicts between monarchy and Parliament. As Marsden points out, "In the Renaissance, ambiguity was an accepted literary tool which permeated writing on all levels. However, by the time of the English Restoration, literary attitudes had changed and the instability of the recent civil war which excited alongside political upheavals, made permanence a desired value" (14). Ultimately, "the distrust of ambiguity during this period can be tied both to an overwhelming concern with drama’s effect on the audience and to a fear of disorder outside of literature, in the public mind and in the body politic" (Marsden 14). Dryden and Davenant, in response, highlight these complex political issues, connecting royalist propaganda with the divine goodness and holiness of the church. Marsden notes that complex passages of figurative language were frequently omitted or reconstructed, containing, as they do, verbal ambiguities, which in turn promote ambiguities in character or thought (18). Maguire notes that Carolean tragicomedy has "distinct political, psychological, and cultural functions" and despite the fact that both politicians and playwrights suspected that a time for De Facto Monarchy had arrived, they produced tragicomedies that were almost Royalist in appearance (59). Due to the fact that Charles II had issued a pardon for those Parliamentarians who has betrayed his father, the dichotomy between good and evil was no longer readily apparent. Davenant and Dryden take advantage of this aspect and make the members of the aristocracy repent for the sins they have committed. After being stranded on the island, Alonzo claims that their ill fortune is due to the betrayal of Prospero. Antonio laments, “Indeed we first broke truce with Heav'n; / You to the waves an Infant Prince expos'd, / And on the waves have lost an only Son; / I did usurp my Brother's fertile lands, and now / Am cast upon this desert Isle” (4.2.22-26).  The claim that both he and Alonzo “broke truce with Heav’n” further depicts Prospero as a divine figure, with the support of god and depicts their betrayal as not only a sin against the state, but also against heaven:  
Alonzo:
O name it not, Gonzalo.
No act but penitence can expiate guilt!
Must we teach Heaven what price to set on Murder!
What rate on Lawless Power and Wild Ambition 
Or dare we traffick with the powers above and 
sell by weight a good deed for a bad?
                                                                   (4.2. 32-37)
Ultimately, it is murder which takes a back seat to "lawless power" and "wild ambition". It is Antonio's betrayal of not his brother, but of a King, which has caused an imbalance in the natural world and a distorted conception of agency amongst members of the high plot. Alonzo claims that no act but "penitence", a humble recognition of their crimes, can rid them of their guilt. Furthermore, questions of motivation or of the fine line between good and evil vanish, and, as a result, moral dilemmas disappear. Consequently, the adaptations devolve into polarized struggle with no loose ends left untied (14). The Restoration was a time when ambiguity was associated with ideological evils, and Davenant and Dryden successfully polarize monarchy and Parliament, with good and evil (Marsden 14). Similarly, these lines remain from The Tempest as the act of praying becomes a significant gesture of remorse:
Ventoso:
All's lost. To prayers, to prayers.

Gonzalo:
The Duke and Prince are gone within to prayers.
Let's assist them.

Mustacho:
Nay, we may e'ne pray too; our case is now alike.
                                                                      (1.1.96-99)
In 1649, the beginning of the Civil War, the Book of Common Prayer had been outlawed and replaced with The Directory for Public Worship by Cromwell. However, by 1662, Charles II issued an updated prayer book with routine warnings of the consequence of rebellion against the Stuarts. Furthermore, contained in the new edition were pages were dedicated to "The King's Healing" which worked to promote the Divine Right of Kingship. Many continued to believe that various diseases could be healed through the holy power of a monarch, and thus hoping for a revival of this idea, the pages were strategically added to the 1662 version. However, what is more prominent than Ventoso and Mustacho's guilt is Prospero's ability to forgive his former associates of their transgressions. When Ariel reports back to Prospero, informing him that his plan is successfully unfolding, Prospero does not relish the fact that those who have been shipwrecked are ridden with guilt and suffering from hunger. Instead, he demonstrates a merciful response and orders that Ariel take proper care of them:
Prospero:
And mine shall:
Hast thou, who art but air, a touch, a feeling of their
Afflictions, and shall not I (a man like them, one
Who as sharply relish passions as they) be kindlier
Mov'd than thou art? though they have pierc'd
Me to the quick with injuries, yet with my nobler
Reason 'gainst my fury I will take part;
The rarer action is in virtue than in vengeance.
Go, my Ariel, refresh with needful food their
Famish'd bodies. With shows and cheerful
Musick comfort 'em. 
                                                                   (3.2.171-182)
Prospero claims that it is "virtue" that is more rare an action than "vengeance" and so demonstrates his kind and forgiving nature on Gonzalo and company despite the fact that they showed so little sympathy towards him years earlier. In fact, not only does Prosper so readily forgive those who betrayed him, he also commands that they be given food for their "famish'd bodies" and "cheerful Musick" to comfort them. Dryden takes Prospero's forgiving nature a step further by also showering the stranded aristocrats with pleasures they have not earned, and Prospero willingly overlooks their transgressions in an effort to help as best he can. Most importantly, he emphasizes the fact that he is also "a man like them", who is also driven by "passions" as they are. What is interesting to note is that Prospero condemns the spilling of innocent blood; however, when informed of the possible death of Ferdinand, he takes matters into his own hands:
Prospero:
The powers above may pardon or reprieve,
As sovereign Princes may dispense with Laws, 
Which we, as officers, must execute, Our Acts of Grace
To Criminals are Treason to Heavens prerogative
                                                       (5.1.10-13) 
Miranda questions this logic stating: "Yet, I have heard you say, / The Powers above are slow in punishing; and shou'd not you resemble them?" (5.1.8-9). In other words, Prospero justifies all acts of violence throughout the play and blood may be spilt so long as it is done so under his orders. Likewise, although Prospero is a ruler with an extraordinary amount of power, he wishes to express that his interests and best intentions lie in the support he shows his people. This is most readily displayed through his interactions with Ariel. Similar to the ways in which he justifies the tempest, he also gives his reasoning behind his "imprisonment" of his faithful servant Ariel. 
Ariel as a Loyal Subject 
	Ariel is a character who is often overlooked in analyses of either Shakespeare's original Tempest or Dryden's Enchanted Island. Although many of his lines are either altered or removed from the adaptation, Ariel plays one of the most important roles in the play. According to Maus, it is "Ariel not Prospero [who] is responsible for the happy denouement; Ariel, not Prospero, learns to exploit repressive circumstances in productive ways. The potential for a creative political order resides not with the benevolent monarch, but with the loyal, resourceful subject" (206).  Despite the fact that Prospero possesses authority over Ariel, it is Ariel who is the source of all Prospero's power. An issue that is often found to be problematic in Shakespeare's Tempest is that Prospero is depicted as having enslaved Ariel after taking up residence on the island. Thus, it is beneficial to consider Debord's quote on spectacle before analyzing Ariel: 
What hides under the spectacular oppositions is a unity of misery. Behind the masks of total choice, different forms of the same alienation confront each other, all of them built on real contradictions which are repressed. The spectacle exists in a concentrated or a diffuse form depending on the necessities of the particular stage of misery which it denies and supports. In both cases, the spectacle is nothing more than an image of happy unification surrounded by desolation and fear at the tranquil center of misery. (63)
One of Parliament’s reasons for executing Charles I was that he was accused of being a tyrannical and absolutist monarch who ran an arbitrary government at the expense of the people. Charles I believed in the Divine right of Kings and thought himself to be the mouthpiece of god. Although strongly influenced by Charles I, Restoration adaptations attempted to portray Charles II as a god-fearing king but also a father figure and protector. Much of Prospero's father-like attributes can be seen in interactions with Ariel. Similar to the original text, Ariel reminds Prospero of the promise of her freedom, having loyally served him for ten years: 
Ariel: 
I prethee! Remember I have done thee faithful service, 
told thee no lyes, made no  mistakings, 
Serv'd without grudge, or grumblings: 
Thou didst promise to bate me a full year.
Prospero:
Doust thou forget from what a torment I did free thee?

Ariel: 
No

Prospero:
Thou dost, and think'st it much to tread the Ooze, 
Of the salt deep. to run against the sharp wind of the North. 
To do my business in the Veins of the Earth, 
When it is bak'd with Frost.

Ariel:
I do not Sir

Prospero:
Thou ly'st malignant thing! hast thou forgot the foul witch Sycorax, 
who with age and envy was grown into a Hoop? hast thou forgot her?
                                                                         (1.2.176-193)

Prospero angers at the thought of not having Ariel's services although rightfully entitled to his freedom. Prospero highlights the fact that he has rescued Ariel from the evil witch Sycorax and implies that he is unappreciative of his efforts. A distinct feature of the spectacle is that it "basks in its own glory" for "The basically tautological character of the spectacle flows from the simple fact that its means are simultaneously its ends. It is the sun which never sets over the empire of modern passivity. It covers the entire surface of the world and bathes endlessly in its own glory" (67). Although Prospero presents the image of a "happy unification", Ariel wishes to be free of his grasp. By the end of the play, Prospero fulfills his wish and most importantly Ariel remains adoring of Prospero even after being released of his duties. Ariel becomes a permanent part of Prospero's world by choice and representative of a loyal subject actively seeking the protection and support of a monarchical rule. In his final lines of the play he pronounces his happiness at also having been given a love interest: "I have a gentle Spirit for my Love, / Who twice hath seven year waited for my Freedom / It shall appear and foot it featly with me. /  Milcha, my love, thy Ariel calls thee" (5.2. 256-259). Despite the fact that Shakespeare's Ariel possesses various human emotions, such as that of sympathy, it is Davenant and Dryden who sexualize his character. By the end of Act five, Ariel, who is responsible for Prospero's magical abilities, also becomes incorporated in the patriarchal tradition of marriage. Ultimately, by including Ariel in the tradition of marriage, Davenant and Dryden emphasize the fact that it is not possible for power to exist outside the boundaries of Prospero's patriarchal rule. 
Sexuality in the High Plot
	The Enchanted Island is a highly sexualized play, and it is through portraying sexuality in various lights that Davenant and Dryden are able to address the controversial sexual nature of King Charles court. When considering the sexual nature of the high plot characters, the added character, Hippolito takes centre stage. As mentioned in the previous chapter, Caliban and Sycorax are transformed into hyper sexualized bodies, and are contrasted to the naive and inexperienced Hippolito. According to Schille, "Beyond the obvious comedy of Hippolito’s wonder we are witnessing the staging of explicit empirical investigations of sex, gender, and erotics. The stage serves as a laboratory with which to control for the experiences of character passions" (278). Hippolito, although sexually naive at the beginning of the play, is eventually redeemed through the help of both Ferdinand and Prospero. Furthermore, "In performance, the gender instability introduced by the cross-dressed Hippolito enables the adaptors to establish a sly ambivalence between innocent and tendentious meanings in the dialogue" (Keenan 13). Despite the fact that Hippolito wishes to pursue sexual transgressions, he is forgiven, for his misdemeanors stem from the fact that he has not yet been properly socialized. Hippolito, heir of the Dukedom of Mantua and the one who never saw "woman", is also raised by Prospero, yet is kept completely separated from both Miranda and Dorinda. Hippolito questions Prospero in respect to his imprisonment, claiming, "Since I knew life, you've kept me in a Rock, /And you this day have hurry'd me from thence, / Only to change my Prison, not to free me. / I murmur not, but I may wonder at it" (2.3.11-14). What is interesting to note, is that although Prospero warns his daughters of the creature that is man, the majority of the dialogue focuses on the "dangerous" nature of the female sex:

Prospero:
All these are far below 'em. Nature made
Nothing but Woman dangerous and fair:
Therefore if you should chance to see 'em,
Avoid 'em streight, I charge you.
Hippolito:
Well, since you say they are so dangerous,
I'le so far shun 'em as I may with safety of the 
Unblemish'd honour which you taught me.
But let 'em not provoke me, for I'm sure I shall
Not then forbear them.
                                                                        (2.3.67-75)
Prospero also describes women as somewhere between "young men and Angels" who are 
"Fatally beauteous, and have killing Eyes" (2.3. 47). Much of the text describes in detail the physical appearance of women, drawing attention to exaggerated feminine qualities. Davenant and Dryden ultimately depict the dangers associated with women's sexuality and it is Hippolito who falls victim to the charms of both Miranda and Dorinda for "They are all enchantment, those who once behold 'em, / Are made their slaves forever" (2.3.49-50). As a result, Hippolito is also not responsible for his illicit desires but was instead seduced by the "fatally beauteous" appearance of  Prospero's daughters which may or may not have affected his initial "unblemished honour". As mentioned previously, Charles II was known for his unorthodox lifestyle, and often suffered criticism for his multiple sexual partners and close association with Rochester. By highlighting the ill intentions of women and by having Hippolito appear as a woman on stage, he is no longer threatening, whether he is contrasted to the hyper-sexualized nature of Caliban or manipulated by a female character such as Dorinda. 
	Furthermore, a great majority of the scenes in the high plot give the audience an insight into Prospero and Miranda's father-daughter relationship and is what ultimately inspired Thomas Duffet's 1674 adaptation of Dryden's text, The Mock Tempest. Prospero not only wishes to exert full political control over the island but also takes matters into the domestic sphere as well. According to Maus, "In the Davenant and Dryden version his repressive tendencies are exaggerated, he is kin to the neurotic and domineering father figure of a farce" (196). Yet, Prospero's "repressive tendencies" are not the only issue at stake in The Enchanted Island. It is Miranda and Dorinda's endless curiosity in respect to the male sex that have their attentions occupied for the majority of the play. Duffet parodies Prospero's controlling nature over Miranda's sexuality in his version of The Tempest; however, in doing so he further reinforces women as extremely sexualized beings. According to Schille, Duffet's parody of Dryden and Davenant's play also makes clear the connection between English appetites for food, for sex, and for spectacle. In the epilogue, Miranda represents herself as "potentially satisfying all three":
[. . .] for ought that I know, 
My self could serve you all as well as any, 
But my Father says, pray, 
One Dish of meat can never serve so many; 
For though you all agree in one design, 
To feed like Schollers on the tender Loyn; 
In this you differ with them, pray; 
One little Chop, and one plain Dish will do 
You must have Sause, warm Plates, fresh hau-gou's too; 
The large Pottage of glitt'ring show and dress, 
Must cheat you to the little bit of flesh.
                                                        (quoted in Schille 208)
The Restoration was the first time women were allowed to act on stage. Previous scholarship on The Enchanted Island has come to the conclusion that much of Miranda's naivety stems from the fact that she requires a father-figure to guide her to make the right decisions. However, at times Miranda is also overtly sexualized, and having her act on stage could have served a voyeuristic purpose. Duffet parodies Davenant and Dryden's Enchanted Island by altering the setting. Instead of an unknown island, Duffet brings the plot back to a common brothel in England, where the once primarily male cast are transformed into female prostitutes. Duffet's main purpose was to expose the patriarchal and oppressive nature of Dryden's adaptation. However, in doing so Duffet reinforces patriarchal ideas by exposing the overt sexuality of women. Instead of satirizing Prospero, an over-bearing father-figure and exposing the limitations of  gender stereotypes, Duffet ultimately does more harm than good. He correlates a woman's sexuality with a social figure who is defined only by sexual transgressions and thus reinforces the need for a strong male authority. Although not explicitly clear in the text, Duffet does little to challenge pre-conceived social constructions concerning gender and sexuality.
 	In this chapter, I have attempted to draw connections between the notion of the "father-king" and the Restoration stage. The adaptations I have discussed revert back to patriarchal authority and the idea of the family as a political vehicle. The idea that the origin of state is familial is in fact a very old one, yet it became an important polemical weapon in the seventeenth century when the Stuarts and their supporters found that Patriarchalism was an attractive basis for absolutist claims (Maus 202). The number of marriages double, emphasizing the family unit and Prospero is depicted as a benevolent and forgiving ruler. Furthermore, it was important that Restoration plays remove any evidence of moral ambiguities. Davenant and Dryden play with spectacle through the use of religious imagery. Prospero is equated with the heavens and those who have committed crime against the monarchy are associated with hell. Furthermore, Prospero is able to conjure the spiritual world whilst laying claim over the island, thus demonstrating a type of divine right to rule. Davenant and Dryden ultimately evoke patriarchal tradition and the role of the "father-king" by dramatically altering the character of Prospero as he becomes an absolutist disguised as a forgiving and lawful ruler. 


Chapter 3:
Wonder, Spectatorship, and Space
The Visual Spectacle
“We are such stuff as dreams are made on, and our little life is rounded with a sleep” 
                                                            The Tempest (4.1)
	   The connection between politics and theatrical performance is primarily founded on spectatorship: how an audience responds to or is somehow implicated in what is being presented on stage. The ability to visually construct a scene not only adds a layer of creative complexity to the play but also influences critical reception. According to Foster, "The play's ability to respond to the private passions as well as the public forces unleashed by political crisis might well remind us of what Stephen Greenblatt has called the 'social energy' of Shakespeare's theater, its fruitful juxtaposition of contending discourses" (19). Davenant and Dryden's adaptation of The Tempest was a success because it was re-written to capture the "social energy" of eighteenth-century culture. Similarly, "Creative examinations of innocence and experience were in the air. The mixture of high-tech variety and scientific interest made the revised Tempest into an emblematic experiment performed on a stage that functioned as a laboratory. The Enchanted Island served as a kind of wunderkammer[footnoteRef:10]—a virtuoso’s curiosity cabinet—authorized by King Charles II for the creation of awe" (Shanahan 92). However, The Enchanted Island did more than inspire a state of wonderment and curiosity; it combined new stage machinery and visual aesthetics with political ideas, taking the concept of a 'wunderkammer' a step further. Foster also notes, "If Shakespeare’s Prospero could deploy his magic, and his statecraft, more effectively through the novel leverage provided by a special kind of space (a stage/island), then perhaps the Restoration king might also effect a new kind of magic via the stage in an allegorical hope for new political puissance" (Shanahan 92). In other words, by performing the adaptation on a stage and in a theatrical space, both Dryden and Shadwell may have had the ability to influence the means by which the audience interpreted the performance. In this chapter, I will focus primarily on Shadwell's 1674 operatic version of The Enchanted Island due to a lack of stage directions contained in the Davenant and Dryden scripts. However, we can come to the conclusion that many of the same techniques that Shadwell had adapted for his version were also utilized by Davenant and Dryden as Shadwell worked alongside Davenant creating stage machinery at both Lincoln Inn Fields and Dorset Gardens. Furthermore, when considering the relationship between spectatorship and space, I will employ Maaike Bleeker and Isis Germano's: "Perceiving and Believing: An Inactive Approach to Spectatorship[footnoteRef:11]" and apply their ideas concerning perception and space to the Restoration stage. Bleeker and Germano analyze theatrical events in terms of positioning, shifting from what is being (re)presented onstage towards the relationship between what is staged and the modes of perceiving of the audience (364). They also introduce the concept of focalization[footnoteRef:12], as "the relationship between how the world appears and the subjective position from which it appears the way it does, or the relationship between a theatrical staging and the spectator positions implied by it" (365). Bleeker and German introduce the topic of spectatorship by considering how it functions in a theatrical setting: [10:  According to the OED,  'Wunderkammer' is defined as chamber or cabinet of wonders; spec. a place exhibiting the collection of a connoisseur of curiosities, such as became common from the late Renaissance onwards (1a).
]  [11:  Bleeker and Germano explore the "ethical and political reality of theatre" (365). They do so by analyzing the historical relationship between theatre and the Church and how both are "constructed to position spectators in relation to what is performed, and how these positions mediate in modes of enacting perception that are intertwined with systems of belief" (364-65). In other words, although the dramatic space of a theatre and the Church serve different purposes, both use similar visual tactics to gain audience participation and reinforce what is being presented on stage. ]  [12:  Bleeker and Germano explain that "focalization" differs from perspective; which tends to focus attention on what is seen, and direct attention away from the position from which things are seen. Focalization; instead describes the relationship between the subject viewing and the object viewed, as it is given particular construction of the visual or verbal (366). ] 

An analysis of a theatrical event (or religious service) in terms of positioning illuminates how staging and spectator are mutually implicated and draws attention to how a staging is constructed as an object of perception in relation to a position from which it is perceived. It exposes how modes of staging (willingly or unwillingly) imply such positions, both in concrete embodied space and with regard to the ways in which our perceptions of things include attitudes toward them: assumptions, expectations, beliefs, desires, and fears. Events can be staged in ways that confirm the beliefs that an audience already has, or in ways that propagate beliefs that the audience is stimulated to adopt  (365).
Bleeker and Germano suggest that whether it be intentional or not, the spectator is "mutually implicated" in what is taking place on stage. Thus, it is not entirely what is being presented but the manner in which it is executed. Davenant and Dryden stage The Enchanted Island in order to reinforce a monarchy and a government under King Charles II, while simultaneously presenting the chaotic nature of a commonwealth. As a result, royalist political ideas are reinforced through a visual spectacle, a medium which encourages an emotional response from the audience. However, this emotional response also functions as a distraction from the oppressive political ideals being reinforced in a confined space. When Samuel Pepys watched the play performed a total of nine times at the Duke's theatre, the commentary in his diary read that it was "the most innocent play"[footnoteRef:13] (13) he had ever experienced. Having incorporated not only royalist politics but also oppressive patriarchal ideals concerning fatherhood and kingship, Davenant and Dryden's play is far from "innocent". Interestingly, Dryden, too, took up the language of innocence and love to describe The Tempest, and in the prologue Dryden dwells on "innocence and beauty" (1.prologue.17).  According to Bleeker, "Performances do not provide the spectator with a sense of mastery over what is seen, but instead confront the spectator with the fact of her being implicated in her perception of what she is confronted with" (80). Thus, visual aesthetics and enhanced scenery had a normalizing effect on what was being presented on stage. In working with Bleeker and Germano's ideas concerning spectatorship, I will also incorporate Guy Debord's theory of spectacle. Debord states that with spectacle "passive identification with the spectacle supplants genuine activity" (25). As a result, human perceptions are affected, and the spectacle hinders critical reception. The audience is drawn in by spectacular stage effects while simultaneously accepting the hierarchal nature of the discourse due to the visual aesthetics. Furthermore, "The spectacle presents itself simultaneously as all of society, as part of society, and as instrument of unification. As a part of society it is specifically the sector which concentrates all gazing and all consciousness. Due to the very fact that this sector is separate, it is the common ground of the deceived gaze and of false consciousness, and the unification it achieves is nothing but an official language of generalized separation" (3). Due to the ways in which Davenant and Dryden stage The Enchanted Island, not only does the degradation of critical thought take place but also a "deceived gaze" and "false consciousness" (3). Dryden employs these strategies by presenting the audience with the familiar. Although The Enchanted Island takes place on an unknown island, specific stage directions and scenery all work to suggest that theatrical space is colonized.  Davenant and Dryden take on the role of Prospero, the colonizer, and ultimately create a hierarchal order within the space of the theatre, and it is the audience that becomes the colonized. Lewcock notes that Davenant realized how "the integration of the visual interpretation of a text could enhance and influence the aural, and that, therefore, plays presented with scenery could gain in meaning and comprehension" (2-3). Davenant produced new visual aesthetics not only to create a sense of awe amongst Restoration aristocrats, but to unite the political dialogue with a visual interpretation, in a way which would force the audience to read the play through a specific point of view. In adapting Shakespeare's Tempest, Davenant and Dryden "fashioned a new set of tools to manufacture experimental outcomes regarding the nature and boundaries of subjectivity and objectivity and the origins and nature of phenomena such as language-use and political obligation" (Shanahan 97). In other words, Dryden realized that the limitations of "subjectivity" could potentially be influenced by various external factors. By adding political dialogue and including stage techniques that shine light on a monarchal rule, Dryden and Shadwell's versions promote a royalist political stance. Furthermore, in a theatrical performance the audience is on some level expected to take part of the action. According to Marsden, "based on the assumption that literature can sway a reader or auditor to action. Theatre became a subject of particular concern because its emotional power could impact large groups of people" (15). As a result, the audience is influenced to take up a royalist political position which Davenant and Dryden structure the performance around. Likewise, "the published texts of Davenant's masques show that he understood the visual interpretation of the underlying meanings of the court masques could implicitly enhance and influence the perception of the content shown before it" (2). Ultimately, theatrical space has the ability to manipulate how an audience perceives a text, for the spectators are positioned in a manner that not only influences critical reception but encourages the audience to take part in its action.  [13:  There is some debate as to what Pepys meant when referring to The Enchanted Island as "innocent". The 17th-century definition of the word according to the OED is "of having or showing the simplicity, ignorance, artlessness, or unsuspecting nature of a child or one ignorant of the world; devoid of cunning or artifice; simple, guileless, unsuspecting; hence, artless, naive, ingenuous" (3a). By calling the play "innocent" perhaps Pepys meant to imply that Davenant and Dryden in no way meant to manipulate the audience into succumbing to royalist ideas or propaganda, but rather aimed to portray society as it is, the hierarchal nature of classes and the social effects of venturing past the boundaries set out by the monarchy. ] 

	Some background on Thomas Shadwell, English Poet Laureate and playwright, is essential in understanding the developments of Restoration theatre. By the early 1670's Shadwell was an important member of the Duke's Company, and worked alongside Davenant to produce his own operatic adaptation of Dryden's The Enchanted Island. However, despite a friendship between Shadwell and Davenant, Dryden remained one of Shadwell's most unforgiving literary critics throughout the mid-seventeenth century. In 1678, Dryden wrote Mac Flecknoe, a mock-heroic satire directed at what he considered to be Shadwell's poor verse and inconsistent writing style. Dryden claimed that Shadwell was the "last great prophet of tautology" (30) and "design'd for thoughtless majesty" (26). Despite obvious attacks on Shadwell's literary career, much of Dryden's criticism arose primarily from political differences as opposed to classical tastes. For instance, Shadwell was often accused of sympathizing with republican ideologies and holding favour with non-conformists, although, according to Hamilton, "Shadwell was no more sympathetic to radical politics as he was radical religion" (261). Throughout the Restoration and into the rule of King James, Shadwell's political views were often subject to change and he was critiqued by Dryden for not identifying as a royalist. As a result, Shadwell is often categorized politically as a "trimmer". Trimmers did not necessarily represent a third party but were divided between Parliamentary and royalist stances. Shadwell demonstrates his political ambiguity in his play The Lancashire Witches, where he advocates for anti-rebellion, while simultaneously critiquing the royalists unwavering devotion to the High Church. In fact, much of Shadwell's criticism of royalists politics stemmed from a strong disagreement with England's state religion.  However, by choosing to re-adapt Dryden's extremely political play, directed towards the Restoration audience, it is clear that Shadwell remained supportive of a strong monarchal figure and sought to re-stage the dangers of another potential Civil War. 
	It was during the Restoration that Davenant began to understand that painted settings could give a totality to drama (Lewcock 2). The Enchanted Island is one of many plays which Jean Marsden categorizes as a "radical adaptation" (16). Beginning in 1660 with the re-opening of the English theatre, not only was Shakespeare's language simplified, but the texts were tied primarily to visual representation, and constantly altered to fit a changing social climate (16). In order to stage impressive visual representations of these adapted texts, playwrights such as Shadwell needed to introduce modernized machinery into the playhouse. Similarly, the Restoration theatre stages had to accommodate sliding side and back shutters, cut out relieve pieces, an upper stage and various mechanisms as well as the stagehands required to move and control the scenery, which meant that staging practices would have changed substantially from those of the thrust platform of the pre-commonwealth theatres, to the scenic stage of Restoration public theatres (Lewcock 3). Shadwell's operatic version of The Enchanted Island was performed at Both Lincoln Fields (i.e. The Duke's Theatre) in 1674, and a year later in 1675, at Dorset Gardens. 
Figure 1: Engraved print of Duke's Theatre, London, late 17th century, with two portraits of Davenant. 
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One of the new features of the stage was the wing-and-shutter machinery and the use of multiple forestages. The wing-and shutter technology was also referred to as "changeable scenery" and allowed side units to open close when desired. Langhans notes that, "Lincoln Inn's Field in 1661 was equipped with the wing-and-shutter and had the first Restoration forestage. This consisted of a platform providing an acting space approximately 10 ft deep and 30 ft wide between the scenic area and the audience" (10). Likewise, "Restoration actors thus had to different acting spaces, each with its own characteristics; the scenic area with its depth and sense of locale, and the forestage, a wide, open acting platform" (11). The first invited characters to use scenery as an environment, while the second could divorce them from it, treating scenery as a decorative background. Thus, the low-plot characters may have used these smaller stages when they first appear on land and the sea is described as "at a distance" dividing the low and high plot visually as well. Similarly, a closeness to the audience also allows a further engagement with the performance. Spectators were able to take part in the action due to improved stage mechanics. 
Below are stage prints for wing-and-shutter mechanics for a performance of Davenant's Salmacida Spolia prior to the interregnum and the outbreak of the Civil War.       
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Representations in a Series of Images: Incorporating Fantasy with the Familiar
	Davenant and Dryden's adaptation of the Tempest was a massive success with the Restoration audience. Part of this was due to the newly improved stage mechanics and visual spectacle which Davenant worked to employ. Most importantly, the Restoration playwrights sought to invoke a sense of wonder or bewilderment which was achieved by "mastering the art of perspective in order to create realistic three-dimensional vistas on two-dimensional surfaces and, in pictorial art, by using rich, contrasting colours, detail and intense effects of light and shadow to elicit an emotional, visceral response from the observer" (Dipietro 20). Baroque art was also popular and worked to "excite the mind to amazement and curiosity, to want to know or discover the unfamiliar, specifically, by looking at it" (Dipietro 20). Baroque art began in Italy and was initially used in Catholic churches in order to communicate strong religious themes. These themes often depicted the miracles and suffering of saints to the congregation of Europe. Eventually this art form was adopted by English playwrights, was often used alongside new spectacular staging effects, and not available to the masses. Baroque was easy to interpret and extremely theatrical, incorporating specific elements of style such as rich colouring and elaborate detailing. Most importantly, baroque is often associated with power and control and functioned to evoke an emotional response from its viewer. Baroque is a grandiose way to convey meaning and by incorporating baroque art into The Enchanted Island, Dryden and Shadwell could have attempted to exert authority over their audiences through an over-powering visual image on stage. The setting to Shadwell's opera is depicted as a natural landscape, so the scenery would have consisted of an exotic and colourful backdrop, where Prospero would have been the centre of it all. According to Schille, "the stage acts as a laboratory for the passions in the low plot as well as in the high plot, its experimental work now constituted by the ability to let audience members examine a relevant political wreck at a distance, as if the traumatic events were not their own recent past but about people, places, and events they had never heard of or seen before" (289). Thus, part of the theatrical experience is being taken out of the conventional, and becoming subject to wonders outside of London and ultimately outside of the theatre. However, in order stage a political spectacle, and for it to take effect, Davenant and Dryden also needed to incorporate elements of the familiar in order to politically influence their audience. For instance, the stage directions for scene one are highly detailed, utilizing elements of the baroque. Although the scene is visually stimulating and appeals to the mystical, Shadwell also incorporates elements of the familiar:

The Front of the Stage is open'd, and the Band of 24 Violins, with the Harpsicals and Theorbo's which accompany the Voices, are plac'd between the Pit and the Stage. While the Overture is playing, the Curtain rises, and discovers a new Frontispiece, joyn'd to the great Pylasters, on each side of the Stage. This Frontispiece is a noble Arch, supported by large wreathed Columns of the Corinthian Order; the wreathings of the Columns are beautifi'd with Roses wound round them, and several Cupids flying about them. On the Cornice, just over the Capitals, sits on either side a Figure, with a Trumpet in one hand, and a Palm in the other, representing Fame. A little farther on the same Cornice, on each side of a Compass-pediment, lie a Lion and a Unicorn, the Supporters of the Royal Arms of England.
The opening scene of the first act which features a "Band of 24 violins" accompanied by "large wreathed Columns" sets the tone for the rest of the performance. The stage directions are also extremely specific and go into great detail concerning lighting and stage effects. Despite the fact that this scene includes many aspects of wonder, Davenant and Dryden also highlight the Royal Arms of England. This suggests that although the performance is taking the audience on a journey to an unknown place, the space of the theatre is still colonized (Dipietro 168). As Dipietro argues, "In much the same way that Shakespeare’s play explores thematically through its pastoralism the aesthetic cultivation of nature, the new scenic aesthetic reflects early modern sensibilities about spatial and social order" (175). Furthermore, "Both Caliban and Gonzalo thus associate the experience of wonder with a sense of place. That sense is arguably informed by early English and European colonial encounter with the new world" (175). In considering the "social order" of the theatre, I will connect this to Bleeker and Germano's insights in respect to the theatrical. According to Bleeker, "the moments in which we do become aware of our own implication in what we are seeing tend to get marked as 'theatrical': what we see appears inauthentic or false, and the address presented to us is dismissed as exaggeration or make-believe. Typically, the adjective theatrical refers both to a particular quality of something—its being ‘of the theatre’—and to failure: the failure to convince as authentic and true” (30). Furthermore, the frontispiece is an arch "supported by columns of the Corinthian order". The Corinthian order, a column of classical Greek architecture, is a symbol of stability and civilization in the midst of the natural world. Similarly, the pilasters merely provide an ornamental function, serving no real structural purpose. The entire scene appears to be somewhat mythical and dream-like for it includes winged cupids, which are correlated with love and innocence, but it is also balanced by traditional arch which gives the scene a sense of permanence. Ultimately, although the Restoration theatre focused on elements of the mystical, the majority of the "magic" stems not only from Prospero's magical abilities but also from his ability to manipulate his subjects through language and spectacle. 
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Figure 3: This painting is a prime example of the baroque style captured in a painting by Jan Brueghal the Elder, titled "The Entry of the Animals into Noah's Ark", 1613. Brueghal uses vivid colours and creates a strong sense of depth in portraying the scene. This fruitful scenery is an example of what Shadwell's backdrop may have looked like, having used the grandiose effects of baroque art.

Portraying Good vs. Evil on the Restoration Stage
	I argued previously that the sea is a place where social hierarchies collapse, and the sailors are able to assert authority on the waters that they would be incapable of on land.  As a result, the natural environment is reflective of a disruption of power dynamics. By emphasizing the violent nature of the storm, Shadwell reinforces the notion that although Prospero is responsible for the change of weather, Gonzalo and company are battling not only Prospero, but the natural world as well:
In the middle of the Arch are several Angels, holding the Kings Arms, as if they were placing them in the midst of that Compass. Behind this is the Scene, which represents a thick Cloudy Sky, a very Rocky Coast, and a Tempestuous Sea in perpetual Agitation. This Tempest (suppos'd to be rais'd by Magick) has many dreadful Objects in it, as several Spirits in horrid shapes flying down amongst the Sailors, then rising and crossing in the Air. And when the Ship is sinking, the whole House is darken'd, and a shower of Fire falls upon 'em. This is accompanied with Lightning, and several Claps of Thunder, to the end of the Storm.
Shadwell alters the lighting of the theatre as the "whole house if darken'd" and incorporates sound effects including "several claps of thunder". The entire opening scene is extended and the storm appears to be more severe than that of Shakespeare's as it in "perpetual agitation". According to Auberlen, the opening scene is indeed longer than Shakespeare's with more "complex nautical vocabulary and manoeuvres" and "this adds to its realistic rendition but, on the other hand, it reduces and almost completely excises the many metaphorical allusions to the defencelessness of men, even of great and noble ones, in the face of natural disasters. Alonzo claims: ‘I suffer justly for my crimes’ (1.1.90-1). Instead the tempest is merely ‘punishment for his past offenses’” (Auberlen 56). This scene also consists of "spirits in horrid shapes" which did not appear in Shakespeare's original but further accentuate a sense of darkness. Similarly, these images foreshadow the devils that appear later on in the play to haunt Gonzalo and company, such as "rapine" and "murder". These evil figures are contrasted to the angels which are holding the King's Arms, symbolizing monarchal authority and as Maus notes, "its tranquil, symmetrical design flatly contradicts the scene behind it, which depicts nature as confused and dangerous" (208). Furthermore she recognizes the significance of the frontispiece:

The frontispiece acts as a visual frame for dramatic action, a way of containing and limiting the significance of the play. Mediating between the play and the audience, it emphasizes the unreality of the dramatic spectacle, keeping the potentially frightening implications of the fiction within reassuring bounds. However, at the same time, the frontispiece, similar to the prologue commemorating Shakespeare, is also a nostalgic element subverted by the action at centre stage. Ultimately, the frame can seem no more reliable than the dramatic fictions, and thus serves as a window dressing to reinforce analogies it was designed to defeat. (208)
Maus claims that the frontispiece functions as not only a "visual frame" for the action, but also a way of "containing" action. She emphasizes the fact that although it is separate from the stage, it is no more "real" than the "dramatic fictions" represented onstage. As a result, the line between reality and fiction becomes blurred and the audience becomes key in deciphering what is real and what is not.  
Shadwell also incorporates a number of musical interludes into his adaptation of The Enchanted Island. When Prospero forgives Gonzalo and company, as mentioned in the previous chapter, a variety of sea gods appear on stage to wish them all a safe journey back home:
Here the Tritons, at every repeat of sound a calm, changing their figures and postures, seems to sound their wreathed trumpets made of shells. A symphony of music, like trumpets, to which four Tritons dance
Neptune:
See, see, the Heavens smile, all your troubles are past
Your joys by black clouds shall no more be o'ercast

Amphitrite:
On the barren isle ye shall lose all your fears,
Leave behind all your sorrows, and banish your cares
                                                                               (5.2)

Amphitrite declares that it is on the "barren island" where their "sorrows" and "fears" will remain. It is only after Prospero has forgiven those who have transgressed against him that all of the characters appear on stage together.  Throughout the entirety of the play, the low and high plots are divided and the scenery differs tremendously. Ultimately, improved stage mechanics allowed Shadwell to visually display "good" from "evil" on stage. Restoration dramas worked to eliminate complex plots and ambiguity, and instead attempted to portray "right" from "wrong". When considering Debord, "The spectacle manifests itself as an enormous positivity, out of reach and beyond dispute. All it says is: "Everything that appears is good; whatever is good will appear" (12). The attitude that it demands in principle is the same passive acceptance that it has already secured by means of its incontrovertibility, and indeed by its monopolization of the realm of appearances (12). This spectacle is also unambiguous for it is what "appears good". Angels are pure beings of divine grace, so by correlating these holy figures with the King, the playwrights are implying that the monarchy is the ultimate voice of god. 
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Figure 4: This scene is the Frontispiece to Nicolas Rowe's 1709 staging of Shakespeare's The Tempest and may be suggestive of Davenant and Dryden's visual effects at Lincoln Fields. Prospero can be seen standing away from the chaos of the storm as various devils descend from the stormy sky. It is as though Prospero plays god, being able to unite the spiritual and temporal world as well as heaven and hell. 

The Natural World and Visual Landscape
	Inigo Jones was one of the first architects of the early modern period, specializing in Vitruvius’s rules of perspective and symmetry. Many English stages after 1660 were modelled after his designs and the Dryden and Shadwell versions of the Tempest were among many plays to employ perspective paintings (Dipietro 170).  Shadwell utilizes perspective in order to visually differentiate between "good" and "evil" and the natural settings are reflective of the characters morals. For example, when Prospero and his daughters appear on stage after the chaotic storm in scene one, the stage is majestic and rich with exotic plants and wildlife:
Magic and Supernatural elements of Shakespeare's original
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 compos'd
of three walks of cyprus-trees, each side-walk leads to
a cave, in one of which Prospero keeps his daughters,
in the other, Hippolito: The middle-walk if of
great depth, and leads to an open part of the island.

Meanwhile, when the low plot characters appear on land for the first time, the space is described as a "wilder part of the Island". The stage direction reads: "'Tis compos'd of divers sorts of trees, and barren places, with a prospect of the sea at a great distance". Similarly, Ventoso states, "We cannot live in this barren island, and we may take a soop before death, as well as others drink at our funerals" (2.2.90-91). Firstly, Shadwell uses considerably more detail when describing Prospero's living environment. Dipietro notes that "the description calls to mind the meticulously cultivated baroque garden, with its decorative paintings, geometrically patterned walkways and arrangements, ornate statuary, and hidden grottoes" (180). Not only is Prospero's calm and lush setting contrasted to the previous scene, but the "barren" and dry landscape where the sailors are located reminds the audience that even the physical environment is working against them. Prospero's primary living space is also described as having an abundance of "Cyprus trees". Cyprus trees are known to have the power to ward off evil spirits and are often associated with immortality. Similarly, "the scene appears to be "framed and ordered by a forced perspective that directs the spectators vision" (180). Prospero is made to appear as though he has a complete control over miles of habitation. The low plot, representative of Parliamentary powers, are correlated with a barren landscape, symbolizing death and the evils associated with a democratic environment. An absence of the necessary resources needed for survival, combined the drunken sailors inability to orchestrate a successful government, leaves the low plot desperate for a monarchal figure, as failure becomes inevitable under such conditions. 
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Figure 5: Above is perspective design and the one featured above are Inigo Jones stage design for a production of Floriemene. 
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Figure 6: Set design for Arsinoe by Sir James Thornhill, pen, ink and wash, England, 1705. However, the use of perspective and Cyprus trees may have been similar to what the staging for The Enchanted Island looked like. 

Shadwell also emphasizes the fact that all evils Prospero has appeared to have conjured serve a purpose. When Miranda inquires about the tempest he has risen, Prospero claims that he has "done nothing but in care of thee" (1.2.7): 

Prospero:
Miranda where is your sister?

Miranda:
I left her looking from the pointed rock,
at the walks end, on the huge beat of waters.
Prospero:
It is a dreadful object

Miranda:
If by your art, my dearest father, you have put them in this roar, allay them quickly

Prospero:
I have ordered that not one creature in the ship is lost:
I have done nothing but in care of thee
                                                              (1.2.1-7)

Prospero asserts that everything he has done has set all action in motion. Dorinda is also able to look upon "the huge beat of waters" at the storm from a "pointed rock" and remain unaffected. In the midst of chaos, Prospero and his daughters are calm and are able to experience the peaceful aspects of the natural world. According to Calvi, "When the tempest is over and the scene changes to the island, all the attention is on the perspective of the onlooker. This alludes not so much to the emotional quality of the tempest as a frightful and potentially deadly experience, but an event characterized by a strong visual and spectacular import" (155).  It isn't until later when her own description of the event "recreates the storm itself with emphasis on especially visual and acoustic perception, and the feelings of wonder and surprise it aroused that she could have shared with the audience in the pit" (155):

Dorinda:
Oh sister! what have I beheld?
From yonder Rock,
As I my eyes cast down upon the Seas,
The whistling winds blew rudely on my face,
and the waves roar'd; at first I thought the War
Had bin between themselves, but strait I spy'd
A huge great creature

Miranda:
o you mean the Ship?

Dorinda:
Is't not a creature then? It seemed alive.

Miranda:
But what of it?

Dorinda:
This floating ram did bear his Horns above;
All ty'd with ribbands, ruffling in the wind
Sometimes he nodded his head down a while,
And then the waves did heave him to the Moon;
He clamb'ring to the top of all the Billows,
And then again he curtsy'd down so low 
                                                                                 (1.2.293-309)

According to Calvi, Dorinda describes the image of what appeared before her; however, her choice of words betrays some specific nautical knowledge (156). She reminds us that this is reminiscent of some of the technical difficulties that the sailors encountered in Act I and Dorinda recounts these images in order to further accentuate their struggle with nature. However, Dorinda, similarly to Prospero, functions to unite the temporal and spiritual worlds.  Her naivety is contrasted with worldly knowledge, reminding the audience also that this scene is more than just a false reality. Using Bleeker and Germano's ideas of spectatorship, we can consider how the audience becomes implicated in what is being presented on stage: 

Many plays and performances include moments of reflection on the staging of spectatorship, as well as destabilizing potential. A famous historical example is the scene in Hamlet in which Prince Hamlet has a group of actors perform a play that puts his mother and step father in the positioning of witnessing a crime similar to those they themselves have committed. Although the play does not point at them directly, they feel exposed by the ways in which this play invites other spectators to look at them.  (374)
In a theatrical performance, such as this instance in Hamlet, the audience becomes aware of their own behaviour as objects of the perception of others, and the ways in which this undermines self evidence of the distinction between what is real and what is theatre (374). It is not necessarily what Dryden and Shadwell's version are mocking, but rather the way in which they are using the theatrical space to do something else. Shadwell invites the audiences to "enact a system of beliefs" (375) and in doing so the audience is forced to self reflect. 
	In the final scene of Shadwell's The Enchanted Island, the set transforms to a depiction of a rising sun, and there are "a number of aerial spirits in the air, Ariel flying from the sun advances towards the pit". The sun is symbolic of a new day, and it is through the guidance of Prospero that all characters are able to accept their place in the social hierarchy, whether it be on the island, or on English land. In a moment of celebration, a number of spirits surround Prospero and the crew members:

Gonzalo:
O power divine

Alonzo:
Heav'n what are these we see?

Prospero:
They are spirits, which the air abounds in swarms, but they are not subject to poor feeble mortal eyes

Members of both the high and low plot experience their own visual spectacle. Prospero claims that the spirits are not generally seen by "mortal eyes," once again associating Prospero with a higher power. The play began with the darkening of not only the stage, but of the entire theatre in the midst of a violent storm. However, by the end of the performance, a new sun has risen, and it can be assumed that the theatre lit up, and appeared considerably bright, especially when contrasted to the dark opening. According to Gavin Foster, "Innocence is certainly at issue: the play itself, however, suggests that this is a fragile quality, dependent on the transparency and legibility of the subjects intentions" (15). In fact, Samuel Pepys continues to imitate what he sees on stage that being, "lust, luxury, and unruliness" (17). Pepys is a prime example of the influential nature of the Restoration theatre, and what both adaptations of The Tempest are able to visually construct in the hopes of swaying the audience into a royalist perspective.  
                                                                                                                                                                                          	Ultimately, the island functions as a mock-utopia, a place where anxieties surrounding social issues can be resolved. By staging relevant social and political concerns in a foreign space, the audience is at once connected and distanced from the performance. Davenant and Dryden are able to voice royalist ideas, without it appearing explicitly as propaganda. The idea of a monarchical figure becomes universal, implying that this specific type of government is not only England's best option, but in a broader sense as well. Throughout this chapter, I have demonstrated how power is translated from the political sphere to the space of the theatre, and how stage dynamics play a large role interpreting a performance. Both adaptations incorporate enhanced stage machinery, which appealed to the new Restoration concepts of spectacle and wonder. Shadwell captures the attention of his spectators while simultaneously hindering any dangers of critical thought. By visually displaying the royalist and parliamentarians on stage, Dryden and Shadwell take their critique a step further by captivating the audience, not only through dialogue but visual aesthetics as well. 
	




Conclusion 
	Although Shakespeare was not yet known as "The Bard" by 1660,  his growing national status was used by many playwrights to promote their own dramatic works. According to Maus, "Dramatic literature in particular was envisioned as performance, and the treatment of Shakespeare keyed to effect upon a specifically Restoration audience. Authors such as Shakespeare and Milton might be revered, but their genius was situated not in the words they wrote but in larger issues such as character, plot, and even ideas-and these elements needed a bit of refurbishing so that overall performance would be more effective" (13). The use of political spectacle on the Restoration stage was a display of absolute power. Conservative royalist supporters co-opted and appropriated subversive ideas and used the stage as direct access to public discourse. In my paper I also connected Debord's theory of the Spectacle to the Restoration stage. Debord argues that 20th century mass media has played a significant role in the degradation of social life: all that once lived has become mere representation. Ultimately, social life is mediated through not only language but through a series of images which reinforce a specific social or political view. Thus, the spectacle is a "social relationship between people that is mediated by images" (Debord 4) the means by which these images are represented in a way that limits perception and dissolves critical analysis. At the same time society accepts the knowledge being presented to them as fact, and as a result mass media ultimately changes our perception of the world. I argue that the Restoration stage utilizes the same tactics as 20th-century mass media in respect to power dynamics and spectatorship. Dryden's adaptation alongside Shadwell's operatic version uses the stage as a source of power in recreating Shakespeare's text. By politicizing the high and low plots and transforming the work into an extremely political play, the playwrights use not only the authority of Shakespeare's name but the influential nature of theatre during the Restoration. However, we must consider the limitations of this thought experiment in apply Debord's theory to the Restoration. Firstly, Debord was concerned primarily with 20th-century capitalist countries and the crippling effect of mass media including many modern experiences such as television, radio, and cinema. Thus some scholarship may not consider the theatre as mass media. However, despite this fact, the stage in this period functioned as the primary means by which political and social ideas were transferred to large masses of aristocratic individuals. By further studying the power dynamics of the restoration stage, we can better understand how the political sphere influenced various other art forms, beginning in 1660 and continuing well into the 19th-century. We can all consider the role of adaptations now and although they may not hold as much political value as before, we can analyze the ways in which language and images function to reinforce a certain point of view and the cultural implication of this. As the scope of the alterations suggest, theatre-goers may have venerated the idea of Shakespeare, but not his text (Maus16). Ultimately we can ask how various art forms use not only Shakespeare but various other writers in order to legitimize a political or social position. Davenant, Dryden, and Shadwell take on the role of Prospero, by colonizing the space of a theatre, and inviting spectators to become a part of the production. 
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