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Harcourt Williams, and enormou;ly helped by the 1m:g1_nlat|v§
skills of Leslie French and Ralph Rlcha{dson, who were }:w ]an
Caliban respectively. 1 became increasingly devoted to the p :ﬁfe,
and was to act Prospero in three subsequent productx(];ns O]Sand
stage under three fine directors, Gegrge Devine, Peter rcl»o S
Peter Hall, over a number of years. Finally, two ygar;_ago, f 3“-
the part again for the director Peter Greenaway, in his contro &
sial flm entitled Prospero’s Books, a most fgscmatmg a !
rewarding experience. Each time, 1 hadto re-jcxamme.r(rlly pre\;u:ll:e
performance, but tried to profit by.the different ideas o X
directors, actors, and designers with whom 1 can;; 1“;, avz
associated. Since I have never filrected the play myself, 1 i
always been too busy concentrating on my own partto ex;m;]nethe
detail the scenes in which Prqspero does not appear ]('f ot o
conspiracy scenes of the usurping lords, and the low-li Tehco1 i
dians who conspire with Caliban to destroy Pl‘OSpEltO).. e f(ihg
dialogue between Prospero and Miranda at the beglgmng ol‘k
play is something of a problem for the actors and au 1epc]e a 1{}:3(.:
The speeches are long and involved, though so ess;ntlahFo ’
understanding of the plot. Curiously enough, 1 fe]’t t] lat this wtell
one of the most successful scenes in Greenaway’s .ﬁ ml,bgrea y
helped by the closcups, angles of the camera, andits ;{sua 'Zau:}}:é
I once spent a somewhat exhausting half hour 1scussn( gNice
play with Jonathan Miller when‘ we chanced to mf.et a e
Airport while we were both waiting to board a ?da'}]}? W
recently seen his production of the play at the Mermai . ez;onm
London, in which he seemed to have conc?ntrated ont ; col ;f
implications of the ‘still-vex’d Bermqoths ,and he was ensw; o
all the ‘magic nonsense’ as he called it, so natura'lly wi ;;’rgl;e &
little purpose. I was greatly taken by a suggesnon}? ro eszre
Glynne Wickham, with whom I talked at Bristol when v\;le :ivthe
giving the play there. He thoughF that Shakcspearf: m;en e :
end of the play to flatter the new king, James I; that, int he n;asqu 5
Iris was to represent Queen Elizabeth (refer:'mg to the "Zimc;ui
‘Rainbow’ portraits of her), Juno for James’s Q_ue_en,fanh t }z:
Ariel is finally freed to ascend into Heaven, as a kind of John the

FOREWORD BY SIR JOHN GIELGUD

As avery young actor, I was engaged in the early 1920s to play the
part of Ferdinand for a few performances at the Savoy Theatre in
London by Robert Courtneidge, whose daughter Rosaline was to
play Miranda. Courtneidge presented a short Shakespeare season
every year starring Henry Baynton, who was then a popular
provincial actor with a romantic appeal. Following the examples
of Sir Frank Benson and Sir Herbert Beerbohm Tree, Baynton
decided to give prominence to Caliban, finding, as did most
managers and actors at that time, that Prospero was merely a
tedious old bore. I have never found him so. (Benson hung upside
down, with a fish in his mouth, while Tree staged a final tableau in
which he was left desolate on the island watching the receding
ship as it sailed back to Italy.)

A few years later, Tree’s daughter Viola went into management
and presented a very unhappy production of the play, which I had
gone to see with high hopes but in which I was sadly disappointed.
The Prospero was Henry Ainley, previously outstanding as
Malvolio and Leontes under Granville Barker, but apparently
bewildered in attempting Prospero, despite a sonorous delivery in
his beautiful voice, and perhaps distracted by an Ariel (a charming
but unsatisfactory musical comedy actress named Winifred
Barnes) who flew about and hovered above him on a wire. The
Caliban, a fine actor, Louis Calvert, was made up to look like an
animal, and walked about on all-fours. Only the young lovers
(Joyce Carey and Francis Lister) shed a few moments of beauty
and romantic style, while the scenery, evidently resuscitated from
Tree’s version of the play many years before, did little to rescue a
disastrous failure.

When I first attempted the part of Prospero at the Old Vic, in
1930, I was only 26, but extremely fortunate in my director,
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Baptist, to herald the deification of Prospero, celebrating his
triumphant welding of England and Scotland into a single
kingdom.
The play is, of course, intensely difficult to stage successfully

with so many possible pitfalls to be avoided. The shipwreck
should surely be very simply suggested and the speeches must be
audible despite the competition of the background storm. I am
sure that Ariel should be acted by a boy or a very young man,
though at various times, at the Vic and Stratford, both Elsa
Lanchester (Charles Laughton’s wife) and Margaret Leighton
were very successful in the part. The lovers must combine youth
and beauty with style and breeding, and the comics kept in
reasonable check, not forgetting their sinister intent. The late
Arthur Lowe was a superb Stephano in the Peter Brook produc-
tion. Jack Hawkins, Denis Quilley and Alec Clunes all played
Caliban in productions with me, all fine performances, though I

felt Richardson surpassed them all. Needless to say how impor-

tant it is to mingle the fantasy, songs and magnificent language —
both poetry and prose — with the powerful suggestions of evil,

repentance and forgiveness which bind the whole play together.
And then, in the epilogue, the beautiful fable is crowned with a
poignant simplicity and charm.

Sir John Gielgud

SIR JOHN GIELGUD’s first stage appearance was playing the role
of the Herald in Henry V. He has since appeared in such diverse
Shakespearean roles as Hamlet, Shylock, Antony, King Lear,
Prospero, Julius Caesar, and Richard II, and directed productions
of Hamlet, Romeo and Juliet, The Merchant of Venice, and
Twelfth Night, among many others.
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to their fellows, he oversees his attendant ministers as a troupe of
‘Actors’. By his deployment of their skills he weaves su.btle
illusions out of ‘thin Air’. He conducts puppet-like _playthmgs
through mazes as intricate ‘as ere Men trod’. He wields ﬁerce1
“Vexations’ and restorative ‘Dreams’. He erects ‘solemn Terpples
and fills the Heavens with ‘Cloud-capp’d Tow’rs’. And. in the
process he prompts his audience to ponder the relationship
between the protagonist’s own doings and those of the poet who
begot him. ; :

When Shakespeare penned Prospero’s lines, he was nearing the
end of a distinguished career as Englandjs foxjemost kn‘ltter,(_)f
riddling ‘Distractions’. He was shortly to bid adieu to the ‘Cell’ in
which he had plotted so many diversions, and he no doubtlooked
forward to the tranquillity he expected to repossess when he
retired to the ‘Dukedom’ of his birth. He may have suspected that
he would enjoy his reclaimed state only briefly bef.ore he too
commended his soul into the hands of a higher authority. He may
thus have intuited that he would be ‘Wise hereafter’ to‘devote
‘Every third Thought’ to his ‘Grave’. All we know is that,
whatever his thoughts and motives, he took the occasion t:)
produce a drama that gives eloquent expression to Ew‘eryman s
yearning for ‘Sea-change’, for a ‘second Life’ to gainsay the d.ark
Backward and Abysm of Time’ and confer his spirit to eternity.

The Tempest is by no means unique in its preoccupation Y\{ith the
search for an antidote to the anxieties provoked by ml’ltablllty apd
mortality. The same concern pervades Lox{e’s' Labour s_Lost,. King
Lear, and Shakespeare’s Sonnets. Variations on it animare
Richard II, As You Like It, Twelfth Night, Hamlet, Antony and
Cleopatra, and several other plays. But it resonates with greatest
intensity in Pericles, Cymbeline, The Wintet’s Tale? and Henry
VIII, the four late works that commentators now link with the
drama a venerable tradition interprets, rightly or wnfongly‘, as the
playwright’s benediction to the ‘Fancies’ that have given his ‘little

Life> focus. )
The tragicomedies with which Shakespeare completed his

EDITOR’S INTRODUCTION TO
The Tempest

The Tempest is a drama about the uses of display, and it draws to
afitting close with an ageing showman’s reflections on the ‘Magic’
that has long enabled him to flourish as a behind-the-scenes
manipulator. Like a ducal impresario, this purveyor of special
effects has ransacked the ‘Globe’ for spectacles to ornament his
crowd-pleasing extravaganzas. Like a shrewd carnival proprietor,
he has conjured up ‘Music’, “Viands’, and ‘golden Palaces’. Like a
skilled sorcerer, an alchemist of the mind and imagination, he has
exploited the secrets of an ‘Art’ that works with ‘great creating
Nature’ (The Winter’s Tale, 1V.iv.88) to impress and move others
and to summon forth a ‘new World’ too ‘brave’ and wondrous to
be regarded as merely ‘Natural’.

But now this instigator of haunting ‘Noises’ and edifying
‘Visions’ is compelled to take stock. With the prescience of a
seasoned astrologer, he divines that his ‘Charms’ are about to be
‘o’er-thrown’. He discerns that his flaccid “Sails’ will soon depend
upon the ‘Breath’ he can solicit from forces beyond his ken. And
he confides that, like a ‘Deceiver’ whose devices have been
discovered, he will wind up in ‘Despair’ unless he be ‘reliev’d by
Prayer’.

For all his magisterial aura, the wizard who orchestrates The
Tempest’s culminating ‘Pageant’ is a self-confessed fraud: the
vulnerable if ostensibly omnipotent human being beneath the
persona of a domestic and political patriarch, the insecure if stern
principal of a ‘“Vanity’ that repeatedly directs our attention to the
nervous ventriloquist on the far side of the rear stage curtain.

The name this wonder-worker carries is Prospero, and he
presides over a ‘bare Island’ with analogies to the ‘Wooden O’
(Henry V, Prologue, line 13), the three-tiered amphitheatre that
accommodated public performances by His Majesty’s Servants in
Southwark, a suburb of early seventeenth-century London. Like
a manager of the King’s Men, as these Servants were known
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tenure as a man of the theatre are normally classified today as
‘Romances’. Though they all have what can be defined as happy
endings, they differ from his earlier comedies and tragicomedies in
the earnestness with which they engage the grim realities of ‘State
and Woe’ (Henry VIII, Prologue, line 3). In Pericles, Cymbeline,
and Henry VIII, for example, we either witness or hear reports of
the demise of dramatis personae, and in The Tempest we feel that
death is a real danger until the moment when Prospero’s own
‘Release’ is effected.

The term ‘Romance’ might appear to suggest sentimental
cscapism. But Shakespeare’s experiments in the genre force us to
confront a universe in which even the most ordinary pilgrimages
are fraught with real peril. As a group these dramatic works
reverberate with intimations of the ominous, and they frequently
imply that the only way to evade life’s snares is through some
benign suspension of Nature’s usual functions.

Taken together, these late tragicomedies offer a panoramic
view of the human condition. Often they do so by emphasizing
that the occurrences they depict are widely dispersed in time,
location, and circumstance, as in Pericles, Cymbeline, and The
Winter’s Tale. On other occasions they do so by basing their
events upon action that took place in the murky past, as in The
Tempest, or by orienting their action to events that will transpire
in some remote future, as in Henry VIII.

Most of them contain incidents that seem wildly implausible, if
not shocking, as when a horrified Antigonus exits pursued by a
bear in The Winter's Tale; and they rely heavily on storms,
shipwrecks, and other ‘acts of God’ to propel the narrative
forward. In patterns that recall The Comedy of Errors, a

proto-Romance from Shakespeare’s earlier years, families are
scattered on land or at sea, doomed to wander and then
astonishingly reunited at the close. Terrible calamities are but
narrowly averted, and then only because of reversals that stem
from sudden changes of heart or from unprecedented visitations
by ‘the Powres above’ (Cymbeline, V.v.467). Cordelia-like
daughters, maidens with symbolic names or pseudonyms (Marina
in Pericles, Fidele in Cymbeline, Perdita in The Winter’s Tale,






