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ÖZ 

 

Salt us kavramı ekseninde, düzen, çelişkisizlik, düzçizgisellik ve birörneklik 

arayışını ifade eden özcülük yönelimli egemen söylemler, ötekiler üzerinde kurmaya 

çalıştıkları hakimiyetlerini meşru kılabilmek için var olan tek ‘doğru’yu yansıttıklarını 

iddia ederler. Aslen Batı metafiziğinin ürünü olan bu gelenekle eleştirel bir ilişki 

kuran postmodern felsefeye göre ise, tüm gerçekliğimizi kendisi de kaygan, 

değişken ve çok anlamlı olan dil belirlediğinden, tutarlı bir gerçeklikten veya özden 

bahsedilemez. Feminizm sonrası, postmodernizm eksenli feminist söylem de, bu 

geleneği erkek özneyi merkezine aldığı ve Irigaray’in deyimiyle “ana katli” üzerine 

inşa edildiği gerekçesiyle ayrıca eleştirir. Bu söylem, edebiyat alanında 

metinlerarasılığı bir strateji olarak kullanıp temelde ikircikliği, aradalığı ve çoğulluğu 

yücelten yeni bir ahlak ve bakış açısı arayışındadır. Kadınlık ve ötekilik temsillerini 

merkezine alan bu çalışma öncelikle, bu üç temel kavramın farklı imalarını feminizm 

ve sömürgecilik sonrası söylemlerin ortak paydalarıyla olan ilintileri kapsamında 

irdeledikten sonra, William Shakespeare’in The Tempest adlı tiyatro eserini ve onun 

feminizm sonrası söylem açısından yeniden yazımı olan Marina Warner’ın Indigo, 

or Mapping the Waters adlı romanını bu bağlamda hem birer edebiyat eseri olarak 

hem de siyaseten karşılaştırmalı olarak incelemektedir. Disiplinlerarası bir bakış 

açısına sahip bu çalışma, The Tempest’ın zımni yazarının, ataerkil ve sömürgeci 

söylemlerle ilişkisi bağlamında kendi kendini yapıbozuma uğratan bir tutum içinde 

olduğunu; kadınlık ve ötekilik temsillerinin sembolik veya bedensel olarak varlık 

gösterdiği her alanda, eril öznenin kurmaya çalıştığı mutlak iktidarının aşındığını; 

Indigo’nun yeniden yazdığı tiyatro eseriyle hem bir benzerlik hem de tehdit ilişkisi 

içinde olduğunu öne sürmektedir. 
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ABSTRACT 

 

Denoting a search for order, non-contradiction, linearity and singularity 

revolving around absolute reason, essentialism-oriented dominant discourses claim 

to be reflecting the ‘truth’ to legitimise their attempts to dominate others. Engaged in 

a critical relationship with this tradition as a by-product of Western metaphysics, 

postmodernism claims absolute truth no longer exists, for all truth is determined by 

language, itself slippery, fluid and ambiguous. Postfeminism further criticises the 

said tradition for centralising the male subject and hinging itself upon what Irigaray 

dubs “the murder of the mother.” In the literary vein, postfeminist discourse is in 

search for a new ethics and perspective that mainly champion ambivalence, 

liminality and plurality through the employment of intertextuality as a strategy. 

Taking as its focus representations of femininity and the other, this study first 

scrutinises the various implications of these three concepts in terms of their 

relevance for the conjunctures of postfeminism and post-colonialism, then carries 

out a comparative analysis of William Shakespeare’s The Tempest and its 

postfeminist rewriting Marina Warner’s Indigo, or Mapping the Waters within this 

context in terms of both poetics and politics. Informed by interdisciplinarity, this 

study proposes that the implied author of The Tempest destabilises the text, inviting 

a deconstructionist reading in terms of his relation to patriarchal and colonial 

dynamics ingrained in the play; that the absolute authority the male subject 

endeavours to establish erodes wherever representations of femininity or the other 

are symbolically or corporeally present; and that Indigo is at once resemblance and 

menace to its mother-text. 
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PREFACE 

Undertaking any kind of analysis of Shakespeare’s play The Tempest, 

similarly with his other major plays, is quite a feat today, considering the extensive 

amount of studies already carried out on it. This fact notwithstanding, studying the 

play through a postfeminist and post-colonialist lens, as this study aims to do, has 

proven highly rewarding. This stems as much from the subtleties and ambiguities 

underlying The Tempest as from the fact that despite the ever-burgeoning interest 

in the play, examples of postfeminist reading into it are relatively few, and that, as its 

corollary, the nature of the relationship between female or feminised figures, and the 

lack thereof, has remained largely underexplored. 

Marina Warner’s novel Indigo, or Mapping the Waters fleshes out the 

characters and themes from The Tempest, which still retains its power that derives 

from a subtle exploration of the issues of exploitation, slavery and racism. The 

significance of Indigo primarily lies in the fact that it is one of the most 

comprehensive rewritings of the play from a postfeminist and post-colonialist angle, 

‘reconstructing’ the geography-specific experiences of colonisation as experienced 

by both offenders and victims, in search of both poetic and political justice, as one 

may would call it. The novel contests the possibility of reconciliation between both 

‘ends’, which is an ethical concern. Indigo is also the only rewriting penned by a 

‘white’ British woman writer. Within this respect, the idea of eliciting what a writer 

‘from the centre’ had to say about the very centre she closely belonged to was 

admittedly seductive: Warner is the great-grand-grand-daughter of Sir Thomas 

Warner, who established the first British colony in the Caribbean in 1624. 

Diverse forms of ambivalence, liminality and plurality have been employed as 

the central axes upon which to centre the study in so far as they lie within the scope 

of the conjunctures between postfeminism and post-colonialism. These three 

elements are addressed in terms of politics and poetics, which is informed by the 

ontological status of these texts, the poetics of Indigo being more accentuated. Any 

exploration that concerns itself with these terms within the framework of postfeminist 

discourse inevitably takes symbolic or non-symbolic representations of femininity 

and the feminised other into its scope, and so does this study. 
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INTRODUCTION 

 
 

Reality is a question of perspective; the further you get from the past, 
the more concrete and plausible it seems - 

but as you approach the present, 
it inevitably seems 

more and more 
incredible.1 

 
 
 

The poetic and political paradigms ingrained in William Shakespeare’s The 

Tempest (1611) and its postfeminist rewriting Marina Warner’s Indigo, or Mapping 

the Waters (1992) expose, by and large, the ways in which the economies of 

patriarchy and colonialism inimically and surreptitiously ally against women and 

colonised subjects. Such interweaving merits a postfeminist and post-colonialist 

reading into the ideological correlatives of these works’ relationship to the 

concurrent operations of the two modes of domination in terms of both poetics and 

politics. This study undertakes such an analysis by pivoting it around the 

textualisation of the umbrella concepts of ambivalence, liminality and plurality, 

which, in crude terms, lend the works a magnanimous degree of diversity and 

fluidity, providing an antidote to and a foil for attempts at intransigently monolithic 

and univocal configurations by patriarchy and colonialism. 

Feminist historian and scholar Joan W. Scott’s proposition that gender is “a 

primary way of signifying relationships of power… a crucial part of the organisation 

of equality or inequality”2 serves as a heuristic tool for understanding the unswerving 

and tacit alliance between the dynamics of patriarchy and colonialism. Gender is 

summoned as testimony to construct and legitimise all sorts of social relationships 

and meaning, which “typically take the form of a fixed binary opposition, 

categorically and unequivocally asserting the meaning of male and female, 

masculine and feminine.”3 Helen Carr succinctly elucidates the straight jacket of the 

symbolic space women and colonised subjects, or non-Europeans, are caught in: 

                                                
1 Salman Rushdie, Midnight’s Children, London, Vintage, 1995, p. 165. 
2 Joan Wallach Scott, Gender and the Politics of History, New York, Columbia University 
Press, 1988, p. 42. 
3 Ibid., p. 43. 
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Both are seen as part of nature, not culture, and with the same ambivalence: 
either they are ripe for government, passive, child-like, unsophisticated, needing 
leadership and guidance always in terms of lack – no initiative, no intellectual 
powers, no perseverance; or, on the other hand, they are outside society, 
dangerous, treacherous, emotional, inconstant, wild, threatening, fickle, sexually 
aberrant, irrational, near animal, lascivious, disruptive, evil, unpredictable.4 
 

The insistent establishment of and ‘naturalisation’ involved in such gendered coding5 

indexes how patriarchal ideology readily provides a model for colonial domination, 

resulting in the legitimation of the minor status of both women and colonial subjects 

in all arenas. It is this consummate union of significations of gender and power 

which stem from “the same deep structure”6 that affords the solid basis for why 

postfeminism allies with post-colonialism7 as well as postmodernism in order to 

undercut earlier epistemologies which, on a very broad front, “presupposed a 

foundation of undislocatable binaries – centre/margin, self/other, 

coloniser/colonised,” according to Ashcroft et al., whilst they all have distinct 

“political objectives and ambitions.”8 

Thanks in large to its engagement and intersection with elements of cultural 

theory, particularly the theoretical and political debates revolving around 

postmodernism, poststructuralism, post-colonialism and psychoanalytic theory, 

postfeminism,9 which denotes “a stage in the constant evolutionary movement of 

                                                
4 Helen Carr, “Woman/Indian, the ‘American’ and his Others,” Europe and Its Others, Vol. 
2, Ed. by Francis Barker, Peter Hulme, Dianna Loxley, Colchester, University of Essex 
Press, 1985, pp. 46-60, p. 50, my emphasis. 
5 For an in-depth analysis of gender, see Joan W. Scott, “Gender: A Useful Category of 
Historical Analysis,” op. cit., pp. 28-50. 
6 Ibid., p. 162. 
7 The study rests on the meaning of the hyphenated word post-colonialism, rather than 
postcolonialism, adhering to Bill Ashcroft’s proposition that the hyphen in the word post-
colonial is “a sign of interpolation… the transgression, the interruption, the countering of 
discourse. Hyphenated post-colonialism, recognizing the interpenetrating discursive 
practices of culture, interferes with colonal master narratives, thus changing their nature,” 
(Bill Ashcroft, “On the Hyphen in Post-Colonial,” Unpublished conference paper, 1994, p. 6, 
quoted in Sue Kossew, Pen and Power: A Post-Colonial Reading of J. M. Coetzee and 
André Brink, Amsterdam, Atlanta, Rodopi, 1996, p. 8, original emphasis). 
8 Bill Ashcroft, Gareth Griffiths, Helen Tiffin, The Post-colonial Studies Reader, London, 
Routledge, 1995, p. 117; 86. 
9 In their article entitled “Second Thoughts on the Second-Wave,” Deborah S. Rosenfelt and 
Judith Stacey refer the first media use of the term postfeminism to Susan Bolotin’s article 
“Voices from the Postfeminist Generation” in New York Times Magazine, 17 Oct. 1982, pp. 
28-31, 103 ff. For a review of postfeminism in media context, refer to Deborah S. Rosenfelt 
and Judith Stacey, Feminist Studies, Vol. 13, No. 2, Summer 1987, pp. 341-61. 
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feminism,”10 levels a comprehensive critique at patriarchy as well as the 

‘metatheories’ second-wave feminist epistemologies established.11 One pivotal 

‘metatheory’ that is rebutted by postfeminism is the crudely reductive assumption 

that patriarchal and imperialist oppression is “a universally experienced 

oppression.”12 Postfeminism, on the other hand, engages, as Patricia Waugh 

maintains, in a struggle to reconcile context-specific situatedness or difference with 

universal political aims.13 Postfeminism thus implies feminism’s paradigm shift, that 

is, its “turn to culture” in Michèle Barrett’s words, which she explicates as “a marked 

interest in analysing processes of symbolisation and representation – the field of 

‘culture’ and attempts to develop a better understanding of subjectivity, the psyche 

and the self.”14 What ensues is Ann Brook’s definition of postfeminism, which 

cogently encapsulates the agenda of the discourse: 

 
 
Postfeminism expresses the intersection of feminism with postmodernism, 
poststructuralism, and post-colonialism, and as such represents a dynamic 
movement capable of challenging modernist, patriarchal and imperialist 
frameworks. In the process postfeminism facilitates a broad-based, pluralistic 
conception of the application of feminism, and addresses the demands of the 
marginalised, diasporic and colonised cultures for a non-hegemonic feminism 
capable of giving voice to local, indigenous and post-colonial feminisms.15 
 

Poststructuralism’s rebuttal of a unified centre, predicating it on its emphasis 

on the primacy of language and textuality has also had political ramifications in the 

arena of other post- frames of reference. Such a model brooks no claim to sovereign 

knowledge but welcomes what Michel Foucault calls a “discourse,” an entity shaped 

and constructed by language, which is, in turn, an arbitrary system of differences 

and signification that knows neither origin nor centre, thereby being slippery, fluid 

                                                
10 Ann Brooks, Postfeminisms: Feminism, cultural theory and cultural forms, London 
and New York, Routledge, 1997, p. 1. The prefix post- in postfeminism is conceived in this 
study as one that acts as a temporal marker that is meant to refer to a process of ongoing 
transformation and change, rather than signalling a complete break with a preceding frame 
of reference and discourse. 
11 For a full analysis of the relationship, see Ibid. 
12 Ibid., p. 2. 
13 Patricia Waugh, Postmodernism: A Reader, New York, Edward Arnold/Hodder & 
Stoughton, 1992. 
14 Michèle Barrett, “Words and Things: Materialism and Method in Contemporary Feminist 
Analysis,” Destabilizing Theory: Contemporary Feminist Debates, Ed. by M. Barrett and 
A. Phillips, Cambridge, Polity Press, 1992, p. 204. 
15 Ann Brooks, op. cit., p. 4. 
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and ambiguous. Jacques Derrida’s consideration on the de-centred nature of 

language and discourse is extremely illuminating in this regard: 

 
 
This moment [of rupture with logocentric thought] was that in which language 
invaded the universal problematic; that in which, in the absence of a center or 
origin, everything became discourse... that is to say, when everything 
became a system where the central signified, the original and transcendental 
signified, is never absolutely present outside a system of differences [i.e., 
language]. The absence of the transcendental signified extends the domain and 
the interplay of signification ad infinitum.16 
 

The unequivocal rejection of any truth outside the text, coupled with Foucault’s 

suggestion of exposing discourse as “a construction the rules of which must be 

known,”17 betokened a corresponding shift in attention towards language and artistic 

works. Post-colonial critic Edward Said opportunely avers that “the power to narrate, 

or to block other narratives from forming and emerging, is very important to culture 

and imperialism, and constitutes one of the main connections between them,”18 

whilst feminist critic Patricia Waugh states that “[h]istory becomes a plurality of 

‘islands of discourse’, a series of metaphors which cannot be detached from the 

institutionally produced languages which we bring to bear on it.”19 Underlying all this 

is a rewarding insight into the complicity between narrative and political oppression: 

exercise of power is dependent upon the continuity of dominant discourses, which 

maintain authority by creating meaning systems that gain the status and currency of 

‘truth’, and sustaining authority is possible through the exclusion of other voices or 

discourses that might pose a threat to its ‘unity’ and ‘centrality’. In a related vein, 

Stuart Hall links the construction of identity with representation as such: 

 
 
questions of identity are always questions about representation. They are 
always questions about the invention, not simply the discovery of tradition. They 
are always exercises in selective memory and they almost always involve the 

                                                
16 Jacques Derrida, “Structure, Sign, and Play in the Discourse of the Human Sciences,” The 
Languages of Criticism and the Sciences of Man: The Structuralist Controversy, Ed. 
by Richard Macksey and Eugenio Donato, Baltimore, The Johns Hopkins University Press, 
1970, pp. 247-65, p. 249, my emphasis. 
17 Michel Foucault, The Archaeology of Knowledge and the Discourse on Language, 
New York, Pantheon Books, 1972, p. 25. 
18 Edward W. Said, Culture and Imperialism, New York, Vintage, 1994, p. xiii. 
19 Patricia Waugh, 1992, op. cit., p. 6. 
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silencing of something in order to allow something else to speak... Silencing as 
well as remembering, identity is always a question of producing in the future an 
account of the past, that is to say it is always about narrative, the stories which 
cultures tell themselves about who they are and where they came from.20 
 

The postmodern impetus is, then, “almost synonymous with the questioning of 

representation.”21 Post-colonial literatures hence sift through the link between 

language and power, which caters to imperial control that is basically “the invariable 

exertion of cultural and linguistic hegemony over colonized peoples and, the 

imposition, through language in particular, of a hierarchy of value.”22 An adjacent 

realm of concern is the process of “othering,” described by Stephen Slemon as “the 

cognitive device by which ‘knowledge’ of the Other is constructed, and the 

ideological processs [sic] by which this knowledge is actuated in the control of 

surveillance of the subject peoples.”23 

This concern is ineluctably shared by postfeminists in their search for an 

authentic ‘women’s voice’ related to the “double colonisation” of the woman within 

colonies and her “half-colonization,”24 which denotes the ambivalent position of the 

colonial woman as both colonising and being colonised. Both post-colonial and 

postfeminist writers, then, seek to find an authentic language that extends beyond 

that of the patriarch. To take a salient example, in her article “Women’s Time,” Julia 

Kristeva talks of a “new generation” of feminists, who, either as artists or writers, 

“have undertaken a veritable exploration of the dynamic of signs,”25 which she dubs 

the “symbolic question,”26 which is basically the relationship of women to power, 

language, and meaning. 

In an attempt to facilitate both poetic and political justice, one may assert, 

postfeminist and post-colonialist writers set out to question objectivity in dominant 

                                                
20 Stuart Hall, “Negotiating Caribbean Identities,” Post-colonial Discourses: An Anthology, 
Ed. by Gregory Castle, Oxford, Blackwell, 2001, pp. 281-92, p. 283. 
21 Thomas Docherty, Alterities: Criticism, History, Representation, Oxford, Clarendon 
Press, 1996, p. 60. 
22 Sue Kossew, op. cit., p. 61. 
23 Stephen Slemon, “Cultural Alterity and Colonial Discourse,” Southern Review (Adelaide) 
21 (March), 1987, pp. 102-07, p. 103. 
24 Robin Visel, “A Half-Colonization: The Problem of the White Colonial Woman Writer,” 
Kunapipi 10:3, 1988, pp. 39-44. 
25 Julia Kristeva, “Women’s Time,” Signs, Vol. 7, No. 1, Autumn, 1981, pp. 13-25, p. 19, 
original emphasis. 
26 Ibid., p. 21. 
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historiography and reinstate what Robert Holton calls “jarring witnesses,”27 i.e., the 

excluded or gagged voices of history, characteristically those of women and colonial 

subjects, bringing political and aesthetic dimensions together, particularly around the 

issue of representation. If the dualistic vision of high modernism with “the center 

functioning as pivot between binary opposites which always privileged one half”28 

serves to “conceal hierarchies,”29 as Linda Hutcheon puts it, and if, as Terry 

Eagleton suggests, the literary text “conceals its more fundamental determination by 

the constituents of its ideological matrix” by being “unconstrained by the necessity to 

reproduce any particular ‘real,’”30 then these writers “write back” to literary works that 

have been subsumed under the canopy of Western Canon31 in order to expose the 

very dynamics that maintain a system predicated upon veiling and glossing over 

them. The canon is thus appropriated “in an attempt to ‘move the center’ and foster 

the process of cultural decolonization;” this way “[c]onventional assumptions are 

challenged and new meanings are uncovered as the moorings which keep the 

‘canons’ attached to fixed positions are loosened.”32 In a postmodern rewriting, “a 

political or ethical commitment shapes a writer’s, director’s, or performer’s decision 

to re-interpret a source text.”33 Which is to say, as John Barth puts it, it is, in fact, not 

language or literature that is “exhausted” but the “aesthetic of high modernism.”34 

These writers thus take part in the aesthetic, ethical and political project of, as 

                                                
27 Robert Holton, Jarring Witnesses: Modern Fiction and the Representation of History, 
London, Harvester Wheatsheaf, 1994, p. 251. 
28 Linda Hutcheon, A Poetics of Postmodernism: History, Theory, and Fiction, New York 
and London, Routledge, 1988, p. 62. 
29 Ibid., p. 61. 
30 Terry Eagleton, Criticism and Ideology: A Study in Marxist Literary Theory, London 
and New York, Verso, 1998, p. 74. 
31 The rationale behind this particular choice becomes clear when one takes into account the 
ascriptions to “Western Canon.” In her article “Who Is Afraid of the Canon?”, Marie-Denise 
Shelton cogently explains that the term canon “legislates knowledge and draws clear dividing 
lines between the categories of ‘good’ and ‘bad’, ‘worthy’ and ‘worth-less’, ‘we’ and ‘them’, 
‘masters’ and ‘subaltern’, and defines “Western Canon” as “the overdetermined expression 
of this already axiomatic logic [that] responds to a single-minded imperative: to legitimize the 
purported authority of the Christian West,” (Pacific Coast Philology, Vol. 32, No. 2, 
Convention Program Issue, 1997, pp. 136-39, p. 136). 
32 Ibid., p. 137; 139. 
33 Julie Sanders, Adaptation and Appropriation, London and New York, Routledge, 2006, 
p. 2. 
34 John Barth, “The Literature of Replenishment,” The Atlantic 245.1, January 1980, pp. 65-
71, p. 71. 
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Angela Carter intertextually words it, “putting new wine in old bottles, [so that] the 

pressure of the new wine makes the old bottles explode.”35 

When in “On Originality” Edward Said notes that “the writer thinks less of 

writing originally, and more of rewriting”36 and Jacques Derrida that “the desire to 

write is the desire to launch things that come back to you as much as possible,”37 

they refer to the impulse of rewriting that suggests the manifold ways in which texts 

interrelate. Palimsestuous writing is elaborated on by Gérard Genette in Paratexts 

and Palimpsests, adhering to which, the gesture of the appropriative process 

towards the source text can be asserted to revolve around mainly five types.38 In the 

last category of his taxonomy is intertextuality, which is associated with Julia 

Kristeva’s notion that she develops in “The Bounded Text” to describe the process 

whereby any text, which is a productivity, is “a permutation of texts, an 

intertextuality.”39 Intertextuality has been adopted as a generic name for a textual 

notion of “how texts encompass and respond to other texts both during the process 

of their creation and composition and in terms of the individual reader’s or 

spectator’s response,”40 despite the labile and multifarious distinctions or types of 

hypertextuality.41 In a similar vein, Roland Barthes contends that “any text is an 

                                                
35 Angela Carter, “Notes from the front line,” On Gender and Writing, Ed. by Michelene 
Wandor, London, Pandora, 1983, pp. 69-77, p. 69. 
36 Edward W. Said, The World, The Text, and The Critic, Cambridge, MA, Harvard 
University Press, 1983, p. 135. 
37 Jacques Derrida, The Ear of the Other: Otobiography, Transference, Translation, New 
York, Schocken Books, 1985, p. 157. 
38 For further elaboration on the five types of textuality, namely, paratextuality, metatextuality, 
architextuality, hypertextuality and intertextuality, see Gérard Genette, Palimpsests: 
Literature in the Second Degree, Trans. by Channa Newman, Claude Doubinsky, Lincoln 
and London, University of Nebraska Press, 1997, and  Gérard Genette, Paratexts: 
Thresholds of interpretation, Trans. by Jane E. Lewin, Cambridge, Cambridge University 
Press, 1997. 
39 Julia Kristeva, Desire in Language: A Semiotic Approach to Literature and Art, Ed. by 
Leon S. Roudiez, Trans. by Thomas Gora, Alice Jardine and Leon S. Roudiez, New York, 
Columbia University Press, 1980, p. 36. 
40 Julie Sanders, op. cit., p. 2. 
41 To Adrian Poole’s extensive list of terms to represent the Victorian era’s interest in 
reworking the artistic past: “borrowing, stealing, appropriating, inheriting, assimilating... being 
influenced, inspired, dependent, indebted, haunted, possessed... homage, mimicry, travesty, 
echo, allusion, and intertextuality,” (Shakespeare and the Victorians, London, Thomson 
Learning/Arden Shakespeare, 2004, p. 2, quoted in Julie Sanders, op. cit., p. 3), Julie 
Sanders adds still another set of words: “variation, version, interpretation, imitation, 
proximation, supplement, increment, improvisation, prequel, sequel, continuation, addition, 
paratext, hypertext, palimpsest, graft, rewriting, reworking, refashioning, re-vision, re-
evaluation,” (Ibid.). 
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intertext,”42 implying that the works of previous and surrounding cultures are always 

present in literature. 

Taking as a point of departure the Bakhtinian notion of the dialogic,43 

Kristeva centres on text and textuality, accentuating the text’s intertextual status that 

serves to subvert Western logic, which, stemming from Aristotle, is predicated upon 

the principle of singularity, non-contradiction, i.e., that something cannot at one and 

the same time be something (A) and something else (not-A), and ‘unity’, i.e., 

authoritativeness and unquestionable truth. For Kristeva, the literary word proves 

subversive in that “the minimal unit of poetic language is at least double, not in the 

sense of the signifier/signified, but rather, in terms of one and other,”44 that is, the 

literary word is an “intersection of textual surfaces rather than a point (a fixed 

meaning), as a dialogue among several writings: that of the writer, the addressee (or 

the character), and the contemporary or earlier cultural context.”45 Kristeva defines 

this dynamic in terms of a “horizontal dimension” and a “vertical dimension,” which 

coincide within the text: 

 
 
horizontal axis (subject-addressee) and vertical axis (text-context) coincide, 
bringing to light an important fact: each word (text) is an intersection of words 
(texts) where at least one other word (text) can be read… The notion of 
intertextuality replaces that of intersubjectivity, and poetic language is read as at 
least double.46 
 

In the above senses, not only the literary word but also the subject-position of the 

character who ‘speaks’ is double-voiced: “[t]he pronominal ‘I’ is always directed 

towards an ‘other’, and employs words that are themselves directed towards and 

contain within themselves ‘other words’ and ‘other utterances.’”47 The “I” in a literary 

text is, then, the utterance of three linguistic subjects: that of the protagonist, of the 

implied author, who is ultimately related to the real author, thus being 

                                                
42 Roland Barthes, “Theory of the Text,” Untying the Text: A Post-structuralist Reader, 
Ed. by Robert Young, London, Routledge, 1981, pp. 31-47, p. 39. 
43 For his elaboration on the term, see Mikhail M. Bakhtin, “Discourse in the Novel,” Literary 
Theory: An Anthology, Ed. by Julie Rivkin and Michael Ryan, Oxford, Blackwell Publishing, 
2004, pp. 674-85. 
44 Julia Kristeva, 1980, op. cit., p. 60, original emphasis. 
45 Ibid., p. 65, original emphasis. 
46 Ibid., p. 66, original emphasis. 
47 Graham Allen, Intertextuality, London and New York, Routledge, 2000, p. 42. 
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simultaneously ‘A’ and ‘not-A’. Double-voiced and heteroglot, the poetic word defies 

“any logical system based on a zero-one sequence (true-false, nothingness-

notation).”48 Also, furthering the notion of “ideologeme,” which, as defined by Fredric 

Jameson, is “the smallest intelligible unit of the essentially antagonistic collective 

discourses of social classes,”49 Kristeva contends that text, or at least each of its 

constituent parts, is an “ideologeme,” thereby further hosting a double meaning: a 

meaning in the text itself and a meaning in what Kristeva calls “the historical and 

social text”: 

 
 
The concept of text as ideologeme determines the very procedure of a 
semiotics that, by studying the text as intertextuality, considers it as such within 
(the text of) society and history. The ideologeme of a text is the focus where 
knowing rationality grasps the transformation of utterances (to which the text is 
irreducible) into a totality (the text) as well as the insertions of this totality into 
the historical and social text.50 
 

Meaning is thus “always at one and the same time ‘inside’ and ‘outside’ the text.”51 

Kristeva postulates within this context that texts cannot present stable meanings, for 

they embody society’s dialogic conflict over the meaning of words. Leaning upon 

this, Toril Moi comes to the following conclusion: 

 
 
The meaning of the sign is thrown open – the sign becomes ‘polysemic’ rather 
than ‘univocal’ – and though it is true to say that the dominant power group at 
any given time will dominate the intertextual production of meaning, this is not to 
suggest that the opposition has been reduced to total silence. The power 
struggle intersects in the sign.52 
 

If language is thus inextricably intertwined with the power relationship of patriarchal 

and/or colonial discourse and control, the post-colonial or postfeminist text too is “a 

                                                
48 Ibid., p. 70. 
49 Fredric Jameson, The Political Unconscious: Narrative as a Socially Symbolic Act, 
Ithaca, New York, Cornell University Press, 1981, p. 76. 
50 Julia Kristeva, 1980, p. 37, original emphasis. 
51 Graham Allen, op. cit., p. 37. 
52 Toril Moi, Sexual/Textual Politics, New York and London, Methuen, 1985, p. 158, my 
emphasis. 
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site of struggle for linguistic control.”53 Which comes to mean that, as opposed to 

those grand narratives, “[e]ach text, each little narrative, is a local, subversive 

struggle.”54 Within this respect, Mikhail Bakhtin attributes a special place to the novel 

among other genres due to its polyphonical nature that resists the monologic 

tendencies of language and discourse, allowing also dissenting or non-dominant 

voices to be heard.55 

Postmodernist fiction that employs intertextuality as a strategy to blur the 

distinction between outside, i.e., ‘fact’, and inside, i.e., fiction, is called metafiction, 

which is defined by Patricia Waugh as 

 
 
fictional writing which self-consciously and systematically draws attention to its 
status as an artefact in order to pose questions about the relationship between 
fiction and reality. In providing a critique of their own methods of construction, 
such writings not only examine the fundamental structures of narrative fiction, 
they also explore the possible fictionality of the world outside the literary fictional 
text.56 
 

Owing to this “factionality,”57 i.e., the blending of ‘fact’ and ‘fiction’, such fiction sets 

an example to what Linda Hutcheon designates as historiographical metafiction: 

“novels that are intensely self-reflexive but that also both re-introduce historical 

context into metafiction and problematise the entire question of historical 

knowledge.”58 Promoting this “incredulity toward metanarratives,”59 as coined by 

Jean-François Lyotard, in this context, toward History, historiographical metafiction 

“uses and abuses those intertextual echoes”60 as a way to show “the constant 

                                                
53 Sue Kossew, op. cit., p. 11. 
54 Brenda K. Marshall, Teaching the Postmodern: Fiction and Theory, New York and 
London, Routledge, 1992, p. 176. 
55 For further discussion, see Mikhail M. Bakhtin, The Dialogic Imagination: Four Essays 
by M. M. Bakhtin, Ed. by Michael Holquist, Trans. by Caryl Emerson and Michael Holquist, 
Austin, University of Texas Press, 1992. 
56 Patricia Waugh, Metafiction: The Theory and Practice of Self-Conscious Fiction, 
London and New York, Methuen, 1984, p. 2. 
57 Malcolm Bradbury, The Modern British Novel, London, Secker & Warburg, 1993, p. 406. 
58 Linda Hutcheon, “‘The Pastime of Past Time’: Fiction, History, Historiographical 
Metafiction,” Essentials of the Theory of Fiction, Ed. by Michael J. Hoffman and Patrick D. 
Murphy, London, Leicester University Press, 1996, pp. 473-95, p. 474. 
59 Jean-François Lyotard, The Postmodern Condition: A Report on Knowledge, Trans. by 
Geoff Benington and Brian Massumi, Minneapolis, University of Minnesota Press, 1984, p. 
23. 
60 Linda Hutcheon, 1996, op. cit., p. 487. 
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potential for both deliberate and inadvertent error”61 in the writing of History. Thus 

History, “although ultimately a material reality (a presence), is shown to exist always 

within ‘textual’ boundaries. History, to this extent, is also ‘fictional’, also a set of 

‘alternative worlds.’”62 The postmodernist text is thus grounded both in a previous 

literary text and in the ‘real world’, and this rooting in the ‘real world’ is itself double 

since the postmodernist novel “refers both to an ‘empirical past’ (as in Hutcheon’s 

‘historiographic metafiction’) that is contemporary to the hypotext and to an 

‘empirical present,’ i. e. the contemporary world, that of the hypertext.”63 

Postmodernist fiction tends to privilege parody that is inherently intertextual, 

which is predominantly why parody is, for Hutcheon, “a perfect postmodern form.”64 

Much as parody is, in its broadest sense, “first imitating and then changing either, 

and sometimes both, the ‘form’ and ‘content’ or style and subject matter, or syntax 

and meaning of another work, or, most simply, its vocabulary,”65 postmodernist 

parody is, in fact, directed at discourse, rather than at the genre or style of the 

hypotext. Parody is a postmodern form also because it reflects the ambivalence and 

the paradox the postmodern world is couched in.66 A closer probing into the word 

“parody” reveals that, derived from the Greek parôidia (παρωδια), it is a 

paradoxical term suggesting both imitation and opposition manifest its double 

etymology: the Greek root prefix para denotes “counter” or “against” as much as it 

conveys the ideas of “beside” or “near”; and odos means “song.” This ambivalent 

function of parody as imitation and opposition is originally drawn attention to by 

Hutcheon, who further accounts for the manifestations of parody in artistic works, 

accentuating the relationship between the “background text” and the “incorporating 

work,” which culminates in her definition of what she calls “modern parody”: 

 
 
Parody, then, in its ironic “trans-contextualization” and inversion, is repetition 
with difference. A critical distance is implied between the background text 

                                                
61 Linda Hutcheon, 1988, op. cit., p. 114. 
62 Patricia Waugh, 1984, op. cit., p. 106. 
63 Eileen Williams-Wanquet, “Towards Defining ‘Postrealism’ in British Literature,” Journal of 
Narrative Theory 36.3, Fall 2006, pp. 389-419, pp. 392-93. The term postrealist is offered in 
this article as an alternative to postfeminist. 
64 Linda Hutcheon, 1988, op. cit., p. 11. 
65 Margaret Rose, Parody: Ancient, Modern and Postmodern, Cambridge, Cambridge 
University Press, 1993, p. 45. 
66 The postmodern paradox comes to mean that it seeks to operate against the discourse of 
Modernism but is burdened with it. 
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being parodied and the new incorporating work, a distance usually signaled by 
irony. But this irony can be playful as well as belittling; it can be critically 
constructive as well as destructive. The pleasure of parody’s irony comes not 
from humor in particular but from the degree of engagement of the reader in the 
intertextual “bouncing” (to use E. M. Forster’s famous term) between complicity 
and distance.67 
 

It is this ironic “trans-contextualisation” that distinguishes parody from pastiche or 

imitation. Through irony, modern parody signals the ideological consequences that 

derive from both continuity and difference, that is, parody works to “foreground the 

politics of representation,” so it is “a value-problematizing, de-naturalizing form of 

acknowledging the history (and through irony, the politics) of representation.”68 A 

related literary form is pastiche, a medley of references to different styles, texts, or 

authors, and the previously explored term bricolage, both of which constitute 

postmodernism’s “natural modes of discourse,” considering that postmodernism is 

“a complex combination of recreation and fragmentation.”69 

Much as various definitions are offered for post-colonial fiction, what is 

designated as “postfeminist fiction” by Deborah Silverton Rosenfelt in “Feminism, 

‘Postfeminism’, and Contemporary Women’s Fiction” (1991) is observed to be 

underdefined as a genre.70 According to the paradigm set up by Rosenfelt, 

postfeminist fiction, by and large, embraces plurality by employing “a multiplicity of 

plots”71 and shunning “linear... narratives”72 to disrupt the patriarchally-controlled 

sequential narrative, thereby having the structure match up to the portrayal of “the 

                                                
67 Linda Hutcheon, A Theory of Parody: The Teachings of Twentieth-Century Art Forms, 
London, Routledge, 1991, p. 36; 32, my emphasis. 
68 Linda Hutcheon, The Politics of Postmodernism, London and New York, Routledge, 
2000, pp. 89-90. 
69 Julie Sanders, op. cit., p. 106. 
70 Heidi Slettedahl Macpherson’s Women’s Movement: Escape as Transgression in 
North American Feminist Fiction (2000), gives critical attention to some postfeminist 
novels, including, among others, Marian Engel’s Bear, Margaret Atwood’s Surfacing and 
The Handmaid’s Tale, Joan Barfoot’s Gaining Ground and Dancing in the Dark, and 
Margaret Laurence’s The Diviners. Two of the other works analysing postfeminist novels is 
Cris Mazza’s critical essay “Editing Postfeminist Fiction: Finding the Chic in Lit,” Symplokē 
8.1/2, 2000, pp. 101-12, and Jeannette Batz Cooperman’s book The Broom Closet: Secret 
Meanings of Domesticity in Postfeminist Novels by Louise Erdrich, Mary Gordon, Toni 
Morrison, Marge Piercy, Jane Smiley, and Amy Tan, New York, Peter Lang (1999). 
71 Deborah Silverton Rosenfelt, “Feminism, ‘Postfeminism’, and Contemporary Women’s 
Fiction,” Tradition and the Talents of Women, Ed. by Florence Howe, Urbana, University 
of Illinois Press, 1991, p. 270. 
72 Ibid., p. 268. 
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diversity of women’s experiences,”73 reconsidering “heterosexual passion, especially 

motherhood.”74 Albeit a diverse phenomenon, postfeminist fiction, it would be safe to 

contend, is a genre, on the whole, partially nodding to postmodernist narrative 

techniques for its own political ends, employing various forms of intertextuality, such 

as pastiche, plays-within-plays, parallel characters and settings, to parody the 

discourse of the hypotext from the perspective of postfeminism. 

Chantal Zabus, a prominent critic, notes that “[e]ach century has its own 

interpellative dream-text” and that The Tempest is that of “the seventeenth 

century.”75 With its complex history of copious artistic rewritings, drama and film 

adaptations, and parodies in various genres, across the centuries and around the 

globe that would hardly allow for documenting here,76 The Tempest has indeed 

established itself as one of the most rewritten hypotexts. This is basically because 

“[i]f adaptation requires foreknowledge of the source for the system of analogue and 

juxtaposition to succeed... then Shakespeare is a reliable cultural touchstone, a 

language ‘we all understand.’”77 The afterlife of The Tempest, however, has proven 

to be a tempestuous one. A whole panoply of interpretations in diverse eras and 

cultures has vied for the ownership of meaning, varying according to the cultural 

perceptions of the age or decade, by either canonising, colonialising or post-

colonialising the play. Hence Terence Hawkes’ contention that “Shakespeare is a 

powerful ideological weapon, always available in periods of crisis, and used 

according to the exigencies of the time to resolve crucial areas of indeterminacy.”78 

                                                
73 Ibid., p. 270. 
74 Ibid., p. 268. Rosenfelt further notes that feminist novels “narrate a mythic progress from 
oppression, suffering, victimization, through various stages of awakening consciousness to 
active resistance, and, finally, to some form of victory, transformation, or transcendence of 
despair,” (Ibid., p. 269); “[t]heir characteristic tone compounds rage at women’s oppression 
and revolutionary optimism about the possibility for change,” (Ibid., p. 270). Postfeminist 
novels, on the other hand, are “less clear about what can be done, and more likely to grieve 
and worry than to rage and hope,” and they find feminism “naively optimistic,” (Ibid.). 
75 Chantal Zabus, Tempests after Shakespeare, New York, Palgrave, 2002, p. 1. 
76 For an exhaustive list of the rewritings of the play starting from Restoration and going 
through the eighteenth century, Romanticism, until today, see Virginia Mason Vaughan and 
Alden T. Vaughan, “Introduction,” The Tempest, The Arden Shakespeare, 1999, pp. 73-124. 
Also see Chantal Zabus, 2002, op. cit., in which she reads a staggering number of works, 
ranging from the familiar to the most unfamiliar rewritings of The Tempest written in the 
twentieth century. 
77 Julie Sanders, op. cit., p. 52. 
78 Terence Hawkes, “Swisser-Swatter: making a man of English letters,” Alternative 
Shakespeares, Ed. by John Drakakis, London and New York, Routledge, 2001, pp. 26-46, 
p. 43. 
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Marie-Denise Shelton proposes, however, that “[n]o European text has 

solicited the imagination of post-colonial writers as much as Shakespeare’s last 

play, The Tempest.”79 Treated as a canonical text, i.e., a familiar landmark of culture 

with ascribed authority,80 the play has served as a palimpsest from which post-

colonial writers have sought to sift the foundational paradigm in the history of 

European colonialism so that the play “has now become an allegory of colonial 

relations”81 between the axes of Prospero as coloniser, and Caliban, and less 

frequently Ariel, as representatives of indigenous colonised peoples. Indeed, it is by 

far acknowledged that very few discussions could revolve around colonialism 

without referring to the lineaments of the coloniser/colonised conundrum in the play. 

The post-colonial and postfeminist interest in the play that burgeoned in the 1950s 

has come from the “third world,” a term that “both signifies and blurs the functioning 

of an economic, political, and imaginary geography able to unite vast and vastly 

differentiated areas of the world into a single ‘underdeveloped’ terrain,”82 thus 

covering, within this context, African, Caribbean and Canadian writers. The 1950s83 

also witnessed an attendant shift in attitude towards Prospero and Caliban: whilst 

previously the ‘noble’ features of Prospero were championed, “[a]fter nearly three 

hundred and fifty years of abuse, Caliban is beginning to be recognized as the true 

hero of The Tempest.”84 

                                                
79 Marie-Denise Shelton, op. cit., p. 137. 
80 For further discussion of The Tempest as symbolic of a whole culture, see Rob Nixon, 
“From ‘Caribbean and African Appropriations of The Tempest,” Post-Colonial Theory and 
English Literature, Edinburgh, Edinburgh University Press, 1999, pp. 57-60. 
81 Ania Loomba, “Shakespeare and Cultural Difference,” Alternative Shakespeares Vol. II, 
Ed. by Terence Hawkes, London and New York, Routledge, 1996, pp. 164-91, p. 171. 
82 Kumkum Sangari, “The Politics of the Possible,” Theory of the Novel: A Historical 
Approach, Ed. by Michael Mc Keon, Baltimore and London, Johns Hopkins University 
Press, 2000, pp. 900-22, p. 900. 
83 Peter Hulme states that in the 1950s “much of what we can now see as Caribbean post-
colonial theory clustered around readings of The Tempest, a work written at that crucial 
juncture just before the first major English settlements on the Caribbean islands,” (Peter 
Hulme, “Survival and Invention: Indigeneity in the Caribbean,” Post-colonial Discourses: 
An Anthology, Ed. by Gregory Castle, Oxford, Blackwell, 2001, pp. 294-308, p. 297). 
84 Emir Rodriguez Monegal, “The Metamorphoses of Caliban,” Diacritics, Vol. 7, No. 3 
(Autumn, 1977), pp. 78-83, p. 79. Mainly three post-colonial writers have ignited this shift in 
perspective: Octave Mannoni with his article “Prospero and Caliban: The Psychology of 
Colonization” (1950), Frantz Fanon with his book Black Skin, White Mask (1952), which 
took the discussion from Africa to the Caribbean context, and Aimé Césaire with his rewriting 
of the play entitled Une Tempête (A Tempest) (1969). For elaboration on the contribution of 
these works, see the quoted article. 
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Within the terrain of feminism, much as the play has been revisited by 

women from the late seventeenth-century on,85 interest in the play has thrived with 

the advent of postfeminism. Zabus postulates that “in its nearly four centuries of 

existence, The Tempest has most endured of any text,” and by virtue of its 

rewritings, it has helped shape “three contemporaneous movements – 

postcoloniality, postfeminism or postpatriarchy, and postmodernism – from the 

1960s to the present.”86 Marianne Novy ascribes this recent interest in part to its 

being a play “of fathers and daughters that make it possible to criticize patriarchal 

heritage as well as colonial heritage,” thus providing the opportunity to dramatise a 

link between “multiple intersecting pasts,” that is, to understand “a condition of 

cultural hybridity.”87 In a similar vein, Peter Erickson propounds that “Shakespeare 

becomes a resource in a different sense as a richly complex reference point within 

the larger project of cultural change we are undergoing with regard to race, gender, 

and class.”88 

The Tempest, however, seems to enjoy such popularity mainly because it is 

couched in controversy and ambiguity from its type, structure and language to its 

setting – its island “is not found on any map,”89 and the play is set in an indefinite 

time – and loose ending, thus being an elusive play which provides no answers to 

the questions it provokes.90 In addition to the contention over whether the play is a 

romance or comedy, the play is problematic in its relationship to unity of time: 

characters “remember the events of the twelve years preceding.”91 Additionally, 

Ernest Schanzer notes that The Tempest is “Shakespeare’s most extended 

                                                
85 For further discussion on the issue, see Women’s Re-Visions of Shakespeare: On 
Responses of Dickinson, Woolf, Rich, H. D., George Eliot, and Others, Ed. by Marianne 
Novy, Urbana, University of Illinois Press, 1990. 
86 Chantal Zabus, 2002, op. cit., p. 1. 
87 Marianne Novy, Transforming Shakespeare: Contemporary Women’s Re-Visions in 
Literature and Performance, Ed. by Marianne Novy, USA, Palgrave, 1999, pp. 1-12, p. 2. 
88 Peter Erickson, Patriarchal Structures in Shakespeare’s Drama, Berkeley, University of 
California Press, 1985, p. 176, my emphasis. 
89 Marjorie Garber, Shakespeare After All, New York, Anchor Books, 2005, p. 856. 
90 In his book The Tempest, David Lindley states that, from its inception, the play has been 
read, among others, as “a romance of reconciliation, a Christian allegory of forgiveness… a 
psychological drama of fatherhood” due to its ambiguity in dramatic form, stage-craft as well 
as content, (“Introduction,” The Tempest, Cambridge University Press, 2002, pp. 1-83, p. 1). 
In the same part, he also provides an extensive explication of the range of readings and 
stagings the play has provoked. 
91 Virginia Mason Vaughan and Alden T. Vaughan, op. cit., p. 15, original emphasis. 
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mockery of the critics’ demand for unity of time,”92 which he achieves “by depicting 

Prospero in the role of the harassed designer of the plot, who is obliged by the 

critics’ demand to bring his action to a close by a certain hour of the day, and so has 

to keep his eyes riveted to the clock.”93 Also, the play’s “symmetric structure of 

correspondences gives it the multiplicity of a hall of mirrors, in which everything 

reflects and re-reflects everything else.”94 As such, the play “always seems to 

frustrate attempts to limit its significance to any specific theatrical context, to 

determine its meaning, or to appropriate its repetitions.”95 For George Lamming, The 

Tempest is a particularly important text, for it “is a drama which grows and matures 

from the seeds of… paradox.”96 In this respect, the accruing interest of feminist 

criticism in the play derives from the fact that “the extent to which Shakespeare 

aligns himself with patriarchy, merely portrays it, or deliberately criticizes it remains 

a complex and open question, one that feminist criticism is aptly suited to 

address,”97 which is also the main premise this study takes as its own during the 

analysis of the play. 

What is observed is that despite a burgeoning interest in the play by feminist 

criticism in the late twentieth century, the figure of Miranda and her relationship with 

other female figures, that is, what Adrienne Rich calls “the great unwritten story” of 

mother-daughter plot, still remains largely underexplored. Additionally, much as The 

Tempest has been revisited by postfeminist writers from the margins,98 or “writers 

                                                
92 Ernest Schanzer, “Shakespeare and the Doctrine of the Unity of Time,” Shakespeare 
Survey 28: Shakespeare and the Ideas of his Time, Ed. by Kenneth Muir, Cambridge 
University Press, 2002, pp. 57-61, p. 60. 
93 Ibid., p. 61. For examples of how Prospero mocks “unity of time,” see the quoted article. 
94 Harold F. Brooks, “The Tempest: what sort of play?”, Proceedings of the British 
Academy, London, 1980, pp. 27-54, p. 37. 
95 Patrick M. Murphy, (Ed.) “Interpreting The Tempest: A History of Its Critical Readings,” 
The Tempest: Critical Essays, New York and London, Routledge, 2001, pp. 3-74, p. 3. 
96 George Lamming, The Pleasures of Exile, University of Michigan Press, 1992, p. 95. 
97 Carolyn Ruth Swift Lenz, Gayle Greene, and Carol Thomas Neely, “Introduction,” The 
Woman’s Part: Feminist Criticism of Shakespeare, Ed. by Carolyn Ruth Swift Lenz, 
Gayle Greene and Carol Thomas Neely, Urbana and Chicago, University of Illinois Press, 
1983, pp. 3-16, p. 6. 
98 Among Caribbean rewritings of the play by women which use aspects of the Miranda-
figure are, most notably, Jamaica Kinkaid’s Annie John (1983), Michelle Cliff’s No 
Telephone to Heaven (1987) and Elizabeth Nunez’s Prospero’s Daughter (2006). One of 
the most prominent rewritings from Africa is Gloria Naylor’s Mama Day (1988). Canadian 
women show a lot of interest in The Tempest because of Canada’s history as a land 
colonised first by England then by the United States. Of the most notable Canadian 
increments to the play are Margaret Laurence’s The Diviners (1974), Nancy Huston’s 
Plainsong (1993), Sarah Murphy’s The Measure of Miranda (1987) and Linda Bamber’s 
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from elsewhere,”99 the only postfeminist novel to re-vision the play ‘from the centre’ 

is Indigo, or Mapping the Waters by British woman writer Marina Warner, which is 

at the same time one of the most comprehensive rewritings of the play. All this has 

rendered Indigo ripe for bringing under scrutiny in this study. 

This study first explores the attitude of The Tempest to the embedded 

patriarchal and colonialist schemata ignited by Prospero the central character. 

Within this context, a strong differentiation is made between the implied author’s 

larger play100 and Prospero’s plot embedded within the former. The conclusions 

regarding the treatment of female and colonial figures as well as representations of 

femininity in The Tempest are drawn based on the implied author’s larger play. 

What ensues is a comparative analysis of Indigo to map out to what extent it 

enlarges, renews and debunks the issues and codes already problematised in The 

Tempest with the ultimate aim of revealing the novel’s “text intent”101 from a 

postfeminist angle overlapping with a post-colonialist one. 

Over two hundred instances of “however” and “on the other hand” as well as 

their cognates occurring in the chapters to follow well explain the choice of 

“ambivalence, liminality and plurality” for the subtitle of this study, whose particular 

                                                                                                                                     
short story “Claribel at Palace Dot Tunis” (1998). For a cogent analysis of the postfeminist 
rewritings of the play, see especially Chantal Zabus, “Part II: Miranda and Sycorax on the 
‘Eve’ of Postpatriarchy,” Tempests After Shakespeare, op. cit., pp. 103-76. 
99 Salman Rushdie has used this definition to refer to those contemporary writers who have 
chosen the English language as their means of expression, albeit not having been born into 
that language. 
100 The term “implied author” draws upon the formulation Seymour Chatman develops in his 
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focus is on the textualisation of these interrelated terms at various turns in so far as 

they lie within the compass of postfeminist and post-colonial discourses. Overall, 

their appeal for the said discourses lies in their negation of and challenge to the 

modernist paradigms’ insistence on order, unambiguity, certainty, non-contradiction, 

linearity and singularity, providing opportunities for movement, empowerment and 

resistance. Therefore, during the analysis of both works, the specific manifestations 

of these umbrella terms have been employed as central axes in drawing conclusions 

regarding these works’ stand in relation to each other and to the implications of the 

intertwined economies of patriarchy and colonialism. These terms are addressed in 

terms of both poetics and politics, the former of which provides the literary aspect of 

this study. In this respect, the study also aims to contribute to the mapping of 

postfeminist fiction through the emphasis it places on the poetics of the novel 

Indigo. 

The parameters of concern within this study reflect the burgeoning 

interdisciplinarity of the academia. It explores these narratives combining theory and 

textual analysis, adopting a reading of metaphor and symbols to deepen the context 

of feminist interpretation. Mainly two theoretical frameworks have been utilised for 

analysing The Tempest, namely, psychoanalytical and the political, both of which 

are utilised in a feminist approach. The arguments and methodologies employed in 

the analysis of Indigo draw heavily upon knowledge generated within other 

disciplines, especially anthropology, sociology, cartography, mythology and not 

least, psychoanalysis, and within various arenas of interdisciplinary cultural studies, 

particularly women’s and post-colonial studies. They are also informed by literary 

studies with the emphasis on representation, textuality and narrative poetics. 

What follows is first a brief examination of the ways in which the terms 

ambivalence, liminality and plurality and adjacent concepts are employed within 

postfeminist and post-colonial discourses and then an introduction of The Tempest 

and Indigo in line with their intersections with the implications of those concepts. 

The word liminal, which finds its roots in the Latin word limen for threshold 

with physical connotations, denotes “of, pertaining to, or situated at the limen.”102 

The adoption of the word liminal as a critical concept has been linked to first, the 

                                                
102 “liminal,” Webster’s Encyclopedic Unabridged Dictionary of the English Language: 
New Revised Edition, Ed. ass., New York and Avenel, Gramercy Books, 1996, p. 831. 
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anthropologist Arnold van Gennep’s formulation of it as the second of three phases 

of les rites de passage, i.e., rites of passage: séparation (preliminal), marge 

(liminal), and aggrégation (postliminal);103 and second, and most importantly, to the 

elaboration and extension of the use of the term by anthropologist Victor Turner in 

his studies on ritual,104 where he defines it as “the mid-point of transition of a status-

sequence between two positions.”105 In The Ritual Process, Turner explains the 

interface nature of the liminal as a site between two spaces: 

 
 
[t]he attributes of liminality or of liminal personae (“threshold people”) are 
necessarily ambiguous, since this condition and these persons elude or slip 
through the network of classifications that normally locate states and positions 
in cultural space. Liminal entities are neither here nor there; they are betwixt 
and between the positions assigned and arrayed by law, custom, convention, 
and ceremonial.106 
 

Turner thus accentuates the cardinal role liminality plays in undermining social or 

cultural categorisations, for the condition of liminal personae, who are “neither here 

nor there,” is “one of ambiguity and paradox, a confusion of all the customary 

categories.”107 Applied as a literary term, “liminality” thus designates a fluid space in 

which binary categorisations are blurred, thereby rendering liminal personae 

“neither/nor” or “both/and,” in lieu of “either/or.” 

Another term that denotes a liminal state is the hyphen. Much as the hyphen 

derives from the Greek word huphen denoting “together,” in a philosophical sense, 

it is the liminal or “betwixt and between.” In the words of Derrida, the hyphen is “a 

bringing together and yet separating what is hinged, operating across the divide yet 

never belonging entirely to either side.”108 It is the hyphen’s standing for both 

                                                
103 For further information, see Arnold van Gennep, The Rites of Passage (1908), London, 
Routledge and Kegan Paul, 1960. 
104 For a detailed comparison between the two terms Turner introduced: liminoid and liminal, 
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York City, Performing Arts Journal Publications, 1982. 
105 Victor W. Turner, Dramas, Fields and Metaphors: Symbolic Action in Human Society, 
Ithaca and London, Cornell University Press, 1974, p. 237. 
106 Victor W. Turner, The Ritual Process, New York, Aldine de Gruyter, 1995, p. 95, my 
emphasis. 
107 Victor W. Turner, The Forest of Symbols: Aspects of Ndembu Ritual, Ithaca and 
London, Cornell University Press, 1967, pp. 96-97, my emphasis. 
108 Jeff Collins and Bill Mayblin, Introducing Derrida (1997), Cambridge, Icon Books Ltd., 
2000, p. 138. Also refer to Hélène Cixous and Mireille Calle-Gruber, Rootprints, Memory 
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separation and connection that resonates with postmodern transitional paradigm 

between two separate geographies, sociographies and cultural identities. The 

hyphen as connection relates to the concept of the rhizome as described by Gilles 

Deleuze and Felix Guattari: “[a] rhizome has no beginning or end; it is always in the 

middle, between things, interbeing, intermezzo... The tree imposes the verb ‘to be’ 

but the fabric of the rhizome is the conjunction, ‘and... and... and...’”109 As such, a 

rhizomic collection of hyphens traces where a subject has been, connecting all the 

places where s/he has roamed, defining her/his psychogeographical habitat. A 

related term is a hyphenated memory, which refers to a memory tied to the places or 

people left behind. Memories occur in no particular linear order and as such are 

rhizomic, acting as the hyphen between here and there, demarcating the past and 

the present. 

Women symbolically occupy the same space as the liminal hyphen. Luce 

Irigaray refers to women as “interdit,” i.e., “in-between signs, between the realized 

meanings, between the lines.”110 Tobias Döring quotes Marina Warner, who, in 

another context, ascribes great importance to women as a figure of the hyphen: 

 
 
Women cannot be smoothly allocated their place in the same division of roles; 
the historical – and mythical – part they play in the inauguration of new 
histories, new societies, new families demands a fresh taxonomy. Women, 
through their bodies, become the hyphen between the forest/morne and the 
habitation/house/plantation, either by force or by choice.111 
 

The implications of the hyphen within this context is connected to such key terms as 

cultural stereotypes, in-between, between and betwixt, third space, ambivalence, 

mimicry, hybridity, creolisation and mestizaje employed in an implementation of the 

post-colonial mode of literary analysis of subjectivity, identity, ethnicity, nation, 

racism and gender. In the ideological construction of otherness, “[a]n important 

                                                                                                                                     
and Life Writing, Trans. by Eric Prenowitz, London and New York, Routledge, 1997, p. 9; 
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109 Gilles Deleuze and Felix Guattari, A Thousand Plateaus, Trans. by Brian Massumi 
Minneapolis, University of Minnesota Press, 1987, p. 25. 
110 Luce Irigaray, This Sex Which is Not One, Trans. by Catherine Porter and Carolyn 
Burke, Ithaca, Cornell University Press, 1985, p. 20. 
111 Marina Warner, “Siren, Hyphen; or, The Maid Beguiled,” typescript, p. 5, quoted in Tobias 
Döring, “Woman, Foundling, Hyphen: The Figure of Ariel in Marina Warner’s Indigo,” Alizés 
20, July 2001, Ed. by Eileen-Williams Wanquet, pp. 9-25, p. 24. 
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feature of colonial discourse is its dependence on the concept of ‘fixity.’”112 However, 

as Homi Bhabha propounds, the stereotype, “which is its major discursive 

strategy,”113 embodies an ambivalence that shakes the authority of the coloniser: 

 
 
It is recognisably true that the chain of stereotypical signification is curiously 
mixed and split, polymorphous and perverse, an articulation of multiple belief. 
The black is both savage (cannibal) and yet the most obedient and dignified of 
servants (the bearer of food); he is the embodiment of rampant sexuality and 
yet innocent as a child; he is mystical, primitive, simple-minded and yet the 
most worldly and accomplished liar, manipulator of social forces.114 
 

For Sue Kossew, stereotyping is thus “a much more ambivalent text of projection 

and introjection, metaphoric and metonymic strategies, displacement, 

overdetermination, guilt, aggressivity” since the stereotype “is at once a substitute 

and a shadow… Its symbolic meaning, however, is thoroughly ambivalent.”115 

Another indispensable concept in Bhabha’s theorisation is the term hybridity, which, 

in colonial discourse, was employed disparagingly to refer to a person of mixed 

race. Bhabha, however, reclaims the concept of hybridity in a positive way, 

emphasising the advantages of this state of in-betweenness that challenges the 

validity and possibility of an essentialist cultural identity: “[f]or me the importance of 

hybridity is not to be able to trace two original moments from which the third 

emerges, rather hybridity to me is the ‘third space’ which enables other positions to 

emerge.”116 He thus theorises the concept of the “Third Space,” which, in his 

influential book The Location of Culture, he uses to introduce hybridity by 

preserving the spatio-temporal conception of liminality: the “the third space,” or “in-

between space,” that is, “interrogatory, interstitial space between the act of 

representation… a space of translation: a place of hybridity”117 are sites where 

identities are performed and contested, thus debunking the parameters of Western 

critical thinking: a “linear narrative of the nation” with its claims for the “holism of 
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culture and community” and a “fixed horizontal nation-space.”118 What he describes 

as “border lives” is the outcome of a continuous negotiation simultaneously leading 

to new cultural traits characterised by fluid and hybrid combinations and the 

dissemination of the primary conceptual categories such as class and gender into a 

multitude of subject positions, i.e., differences and their claim to identity. In Poetics 

of Relation, Édouard Glissant sees the solution as lying in accepting (national) 

identity as springing from a tangle of many “roots,” arguing against the myth of a 

unique root: “[m]ost of the nations that gained freedom from colonization have 

tended to form around the idea of power – the totalitarian drive of a single, unique 

root – rather than around a fundamental relationship with the Other.”119 

A form of cultural hybridity within Caribbean context, which is where Indigo 

is partly set, is what is defined as “Caribbean Creolisation,” which is a construct 

shaped by the European colonising powers on the islands, as evidenced by its very 

name: 

 
 
Creolization, in the Caribbean at least, is the process of forging new human 
and cultural identities primarily out of the white and the black races. The 
concept derives from the past participle, criode, in the Afro-Portuguese Creole 
language already spoken on the west coast of West Africa in the fifteenth 
century. The Creole verb is cria, from the Portuguese verb criar, “to breed.” The 
participle means “(locally) bred”: standing against that which is foreign and 
imported. In the early Caribbean, the concept more often had the latter sense – 
that of becoming native – than the sense of racial mixing. For the European 
colonists, becoming native in the Caribbean did not connote racial mixing, but 
rather the adaptation of a new outlook on life, even the adaptation of a 
complete new culture.120 
 

The product of a project which aims at “forging” new human and cultural identities 

out of black and white races through “adapting” a new culture, “the ‘creole’ has 

always been the most indicative product of Caribbean interculturation.”121 The 

                                                
118 Ibid., p. 142. 
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emphasised word “interculturation” encapsulates the dynamics of the word “Creole”: 

it possesses more cultural than racial signifieds. Thus the word “Creole” is the local, 

i.e., Caribbean, equivalent of the more global name “hybrid” as opposed to the 

native or indigenous. “Creole” itself is a slippery and liminal word which focuses on 

what one is not – European, Native American, African – rather than what one is. 

Creolisation in this sense suggests a nonexclusive, plural, dialogic, or multicultural 

model of culture. Columbus himself noted the Carib Indians in 1492 as neither black 

nor white.122 Perhaps the most significant paradigm of how the other races are 

assessed by British male colonisers is best defined in the following lines by Captain 

Frederick Marryat in Peter Simple and The Three Cutters, quoted by Robert J. C. 

Young: 

 
 
The progeny of a white and a Negro is a mulatto, or half and half – of a white 
and mulatto a quadroon, or one quarter black, and of this class the company 
were chiefly composed. I believe a quadroon and a white make the mustee or 
one-eighth black. And the mustee and white mustafina, or one-sixteenth black. 
After that they are whitewashed and considered as Europeans…The quadroons 
are certainly the handsomest race of the whole, some of the women are really 
beautiful… I must acknowledge at the risk of losing the good opinion of my fair 
country-women, that I never saw before so many pretty figures and faces.123 
 

Yet another term employed by Bhabha, interrelatedly with ambivalence, is 

the term mimicry. Within the conflictual economy of colonial discourse that is marked 

by a tension between panoptical vision of domination and the counter-pressure of 

the history, “mimicry represents an ironic compromise,” which entails that “colonial 

mimicry is the desire for a reformed Other, as a subject of a difference that is almost 
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the same, but not quite.”124 Just as the ‘colonial stereotype’ is “ambivalent,” so is 

“mimicry.” Bhabha thus iterates: 

 
 
the discourse of mimicry is constructed around an ambivalence; in order to be 
effective, mimicry must continually produce its slippage, its excess, its 
difference. The authority of that mode of colonial discourse that I have called 
mimicry is therefore stricken by an indeterminacy: mimicry emerges as the 
representation of a difference that is itself a process of disavowal.125 
 

The “excess” or “slippage” produced by the ambivalence of mimicry does not merely 

“rupture” the discourse but “becomes transformed into an uncertainty which fixes the 

colonial subject as a ‘partial’ presence… [i.e.,] both ‘incomplete’ and ‘virtual.’”126 For, 

in order to be able to mimic the coloniser, a colonised subject must be placed in a 

position where s/he can ‘observe’ or ‘gaze’ upon the coloniser; the colonised subject 

is thus a “partial” presence through her/his gaze. This also implies that the 

perspective of the colonists is not the only ‘point of view’ from which the colonial 

process is being observed. This “partial presence” of the colonised other, which is 

the basis of mimicry, challenges the narcissistic demand of colonial authority since it 

“rearticulates the whole notion of identity and alienates it from essence.”127 Leaning 

upon Lacan’s formulation, Bhabha propounds in his article that 

 
 
mimicry is like camouflage, not a harmonization or repression of difference, but 
a form of resemblance that differs/defends presence by displaying it in part, 
metonymically. Its threat, I would add, comes from the prodigious and strategic 
production of conflictual, fantastic, discriminatory “identity effects” in the play of 
a power that is elusive because it hides no essence, no “itself.” And that form of 
resemblance is the most terrifying thing to behold… nothing other than the 
repetition of its resemblance “in part.”128 
 

It is within this context that the ambivalent mental state of the coloniser, who is 

narcissistic on the one hand and paranoiac on the other, can be justified: 
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The ambivalence of colonial authority repeatedly turns from mimicry – a 
difference that is almost nothing but not quite – to menace – a difference that is 
almost total but not quite. And in that other scene of colonial power, where 
history turns to farce and presence to “a part,” can be seen the twin figures of 
narcissism and paranoia that repeat furiously, uncontrollably.129 
 

On the other hand, as it suits the ambivalent nature of the colonial relationship, 

mimicry functions not only as a threat to colonial power, but also as a form of it: the 

‘inappropriateness’ of the colonised other through mimicry justifies the continuation 

of colonial appropriation since “[t]he success of colonial appropriation depends on a 

proliferation of inappropriate objects that ensure its strategic failure, so that mimicry 

is at once resemblance and menace.”130 

In this mimic relationship, language plays a significant role as a location of 

conflict and a source of power, for, as Frantz Fanon accentuates, “[m]astery of 

language affords remarkable power.”131 All forms of authority rely on the illusion of 

the transcendental signified, that is, they “attempt to stabilize the system of 

language by erasing the fact that language is always differential and cannot be 

stabilized or viewed as a coherent and ordered system.”132 To put it another way, as 

Elleke Boehmer contends, 

 
 
[a]uthority… whether colonial or otherwise, usually takes care to supervise its 
meanings. Yet despite its best efforts, meanings remain partial, unstable, 
susceptible to permutation and translation… when the colonized signified, they 
exploited this instability. Due to their differential position in any discursive 
situation, they constantly enacted and re-enacted what post-structuralism calls 
the contestability of signs. From the perspective of their cultural heterogeneity 
or hybridity, they generated diverse possibilities of interpretation. Though 
ventriloquizing the colonizer’s voice, though identifying themselves in the 
vocabulary of their oppression, they also mixed up and upturned dominant 
meanings. Their cleaving to colonial definitions of self was therefore at the 
same time a cleaving from.133 
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Women’s positioning within colonial relations is highly problematic in this respect. 

bell hooks’ exploration of the relationship between white women and black men well 

delineates this ambivalence: 

 
 
White women and black men have it both ways. They can act as oppressor or 
be oppressed. Black men may be victimized by racism, but sexism allows them 
to act as exploiters and oppressors of women. White women may be victimized 
by sexism, but racism enables them to act as exploiters and oppressors of black 
people.134 
 

In The Empire Writes Back, the connection between white women and colonial 

subjects is taken up in terms of their respective relation to language to delineate 

how white women inevitably use the language of the patriarch and the coloniser, 

which amounts to being colonised: 

 
 
They [Women] share with colonized races and peoples an intimate experience 
of the politics of oppression and repression, and like them they have been 
forced to articulate their experiences in the language of their oppressors. 
Women, like post-colonial peoples, have had to construct a language of their 
own when their only available ‘tools’ are those of the ‘colonizer.’”135 
 

Luce Irigaray construes the employment of the language of the Father by women as 

subversive, which she explicates by introducing the concept of feminine mimicry, 

mimétisme, or “mimetic appropriation,” taking as a point of departure Bhabha’s 

concept of mimicry: 

 
 
[i]n the absence of the woman-mother’s identity, the speech [parole] of the 
‘daughters’ is spoken as a gestual mimesis or flows into the mysterious desire 
of/for that Other woman. Verbal exchange therefore becomes impossible or 
useless. Everything takes place before speech intervenes.136 
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Thus the repetition of a man’s words or the framing of a male writer’s text within a 

female writer’s text changes the meaning of the male word/text when it passes 

through a female body or a feminist text. Therefore, Irigaray advises that 

 
 
[o]ne must assume the feminine role deliberately. Which means already to 
convert a form of subordination into an affirmation, and thus to begin to thwart 
it... to try to recover the place of her exploitation by discourse... so as to make 
“visible,” by an effect of playful repetition, what was supposed to remain 
invisible: the cover-up of a possible operation of the feminine in language.137 
 

Elements that could be summarised as ambivalence, liminality and plurality 

take on diverse forms when textualised in texts and serve as narrative devices to 

interrogate the complacent totalising attempts of the conjunctures between 

patriarchy and colonialism both in terms of poetics and politics. 

This study is divided into five chapters with Chapter 1 and 2 dealing with The 

Tempest, and Chapters 3, 4 and 5 with Indigo. Chapter 1 embarks on the 

patriarchal scheme in The Tempest, analysing Prospero’s relationship with Miranda 

and Ferdinand, as well as the feminine nature of Prospero’s art and the island, 

whilst Chapter 2 dwells more on the colonial scheme, analysing Prospero’s 

relationship with Ariel, Sycorax and Caliban. During the analysis, the nature of the 

other figures’ relationship with each other is also taken into account. Chapters 1 and 

2 are divided into subheadings, which are respectively concerned with the above-

mentioned major figures of the play, with the last subheading of each chapter 

centring on first, parody of patriarchy, and second, parody of colonialism already 

ingrained in the play. 

Together, Chapters 1 and 2 contend that The Tempest is primarily 

predicated upon the Bakhtinian ‘dialogue’ between the patriarchal text, i.e., Prospero 

the god-father-king’s claim to absolute male and colonial authority over his 

daughter and all other figures, and matriarchal texts, i.e., spaces that are the loci of 

female and feminised figures, and symbolic representations of femininity. According 

to the taxonomy procured in this study, the play is interlarded with feminine spaces 

represented 1) by four personae, namely, Prospero’s daughter, Miranda, and three 

                                                
137 Ibid., p. 76. 



 28

other figures serving an example to the feminisation of the male: Ariel with his 

ambiguous gender, the black orphan Caliban, both colonised and feminised as an 

extension of his mother,138 and Ferdinand due to the female attributes in character; 

2) in a whole structure of female allusion and reference to female ‘ghosts’, i.e., 

Prospero’s deceased wife and mother; Caliban’s mother, Sycorax; Caliban’s 

potential genitrix who together could “people the isle with Calibans” (Act I, Scene ii, 

line 351);139 Ferdinand’s sister, Claribel, now Queen away in Tunis; as well as the 

mythological subforms of the Great Mother, namely, the widow Dido, the witch 

Medea; Iris, female messenger to the gods; Ceres, the primal mother; her daughter 

Proserpina; Juno, the goddess of light and childbirth; Venus, goddess of sensual 

love; Harpies, servants of Furies, and the Nymphs; and, not least, 3) by symbolic 

representations of femininity: the island itself due to its circular shape, its 

‘ambivalence’, its flora, e.g., wild rose bushes, its liquid realm, e.g., the sea and the 

swamp, its pervading music that taps feminine attributes, and womb-like ‘enclosed’ 

spaces, e.g., the cave and the ship, both of which are also liminal spaces. Chapters 

1 and 2 dwell at length on each of these female and feminised personae and spaces 

to trace how they lend the subversive characteristics of ambivalence, liminality and 

plurality to the play. 

This study further claims that these matriarchal spaces interrelate to provide 

a symbolic “counter-universe”140 to the all-male universe Prospero longs to establish 
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one another, while deriding the men’s desires or their clumsiness; and they question 
ironically the moral and intellectual superiority of their husbands and of men in general. They 
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on the island. As the Foucauldian maxim “power breeds resistance” proposes, these 

ambivalent, liminal and fluid matriarchal texts act as ‘fissures’ or ‘cracks’ in the 

structure of patriarchal dominance, mounting resistance through strategies as 

diverse as carnivalesque parody, male or feminine mimicry, questioning, claiming an 

alternative history as well as simply by actual/corporeal or symbolic presence. 

Prospero, who, most expectedly, would not welcome femininity within the sphere of 

his masculine dominance, has “killed the mother” so as to take power; therefore, this 

study suggests, rather than being the self-confident authoritarian figure, Prospero is, 

in line with Irigaray’s postulate, “assailed by ghosts and anxieties. He will always feel 

a fear of she who is the substitute for what he has killed.”141 Put another way, 

Prospero is experiencing a kind of, what Jacques Derrida terms in The Specter of 

Marx, “hantise,”142 which designates “both haunting and the idea of an obsession, a 

constant fear, a fixed idea, a nagging memory.”143 

These matriarchal texts thus serve to provide a rationale for the manifest text 

of male dominance since, perpetuating a feminine hauntology, they evoke fear in 

Prospero the patriarch/coloniser/magus, who, in turn, rationalises this fear as 

suspicion and uses it as a pre-text to justify and legitimise his ‘fantasy’ of supreme 

domination. This is primarily why, this study further argues, Prospero engages in a 

constant ‘negotiation’ with the overpowering matriarchal texts, encapsulated in the 

myth of the Great Mother, the master image from which surrogate subforms of 

female horrors split off, relentlessly endeavouring to keep them on a leash and 

banish them in both physical and metaphorical sense. The study thus traces a 

persistent theme in the play: how “structures of male dominance grow out of and 

mask fears of female power and of male feminization and powerlessness.”144 

                                                                                                                                     
compare experiences; pregnancies, births, their own and their children’s illnesses, and 
household cares become the essential events of the human story. Their work is not a 
technique; by passing on recipes for cooking and the like, they endow it with the dignity of a 
secret science founded on oral tradition… men meet in the world, which is their world, while 
women have to define, measure, and explore their special domain… Woman knows that the 
masculine code is not hers… She therefore calls upon other women to help define a set of 
‘local rules’, so to speak, a moral code specifically for the female sex,” (Simone de Beauvoir, 
The Second Sex, Trans. and Ed. by H. M. Parsley, Vintage, 1997, pp. 556-57, original 
emphasis). 
141 Luce Irigaray, 1995, op. cit., p. 49.  
142 It is a French term that translates as “haunting.” 
143 Chantal Zabus, 2002, op. cit., p. 5. 
144 Carolyn Ruth Swift Lenz et al., “Introduction,” The Woman’s Part: Feminist Criticism of 
Shakespeare, Ed. by Carolyn Ruth Swift Lenz, Gayle Greene and Carol Thomas Neely, 
Urbana and Chicago, University of Illinois Press, 1983, pp. 3-16, p. 9. 
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Another point the study suggests is that binary oppositions between good/bad or 

male/female are blurred in the larger play through its ambivalence towards the Great 

Mother. 

Through the intersecting discourses of oppression in terms of both gender 

and race, the play presents an opportunity for an exploration of such issues as 

colonisation through physical and psychological domination; history and its relation 

to ‘truth’ and authorship; language and its colonising power in terms of naming, 

appropriation and distortion. Rather than presenting the ‘product’, The Tempest 

illustrates the constructions of stereotypes in ‘process’, thus unravelling and 

problematising them, opening them, in turn, into the scrutiny of the implied reader.145 

The text thus destabilises itself, inviting a deconstructionist reading. And this is 

where the ambivalence of the text lies. 

Chapters 3, 4 and 5 are concerned with Indigo, which presents an irreverent 

paradigm of the overlap between postfeminist and post-colonialist agendas since 

the novel’s predominant endeavour is turning to a topos in the past, i.e., that which 

is systematically turned into what Prospero calls a “dark backward and abysm of 

time” (Act I, Scene ii, lines 48-50) in order to re-member and reconstruct the 

geography- and gender-specific experiences of colonisation as experienced by both 

‘ends’, albeit with universal overtones, which has significant ideological implications 

for present and future.  

Unlike its main literary intertext, The Tempest, Indigo is deliberately 

grounded within its particular historical and geographical con-texts to depict the 

experiences of men and women from diverse backgrounds, and basic familial 

dynamics and the structural, aesthetic paradigms that underscore them become the 

telling ideological underpinnings of Indigo. By offering an “extended voice to two of 

the play’s marginalized female characters, Miranda and Sycorax”146 by way of 

materialising other female figures around them, the novel opts to take as its 

centre147 the signifier female, i.e., “mother, woman, hysteric…”148 much as it deals 

                                                
145 The “implied reader” is “the mirror-image of the implied author,” (Seymour Chatman, op. 
cit., p. 74). 
146 Julie Sanders, op. cit., p. 50. 
147 The term “centre” draws from the formulation of Seymour Chatman, who accounts for the 
narrative function “centre” as “the presentation of a story in such a way that a certain 
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with the ramifications of colonialism also on male figures. It delineates what Kristeva 

words in her seminal article “Women’s Time” as “the multiplicity of female 

expressions and preoccupations” in order to refrain from “effacing the differences 

among the diverse functions or structures which operate beneath this word 

[woman].”149 The novel thus refrains from adopting a “universalist approach” that 

“globalizes the problems of women of different milieux, ages, civilizations, or simply 

of varying psychic structures, under the label ‘Universal Woman.’”150 Indigo thus 

takes up and exposes with difference, from the perspective of postfeminist 

discourse, that is, the already-problematised issues in and codes of The Tempest, 

notably, the links between authorship and authority, historiography and truth; the 

status of the written word and orality; remembering, denial and making one forget; 

narrative/narration as memory and counter-memory. Additionally, the novel heavily 

draws upon the leitmotifs of the play, mainly chaos, fluidity, noises, sea-changes, 

metamorphoses and transformation. For Julie Sanders, “[t]hrough her intertextual 

weaving of the mermaids and sea-changes of Shakespeare’s The Tempest with 

those of fairy tales, Warner constructs a distinctly feminocentric narrative.”151 Since 

the themes and tenets of The Tempest are thus re-viewed through a postfeminist 

and post-colonialist lens, Indigo sets an example to what Steven Connor has called 

“fidelity-in-betrayal,” that is, “more of an improvisation upon its original than an 

attempt to translate it.”152 Taking as a point of departure the author’s 

acknowledgements to scholars such as Peter Hulme in the frontispiece, Sanders 

proposes that the novel is “a further instance of appropriation informed by critical 

history.”153 

A serious reflection on both the poetics and politics of the novel discloses 

how Indigo is steeped in multifarious manifestations of ambivalence, liminality and 

plurality. Ontologically speaking, without the presence of a narrator to intrude 

implicitly or explicitly, the possibilities of the diegetic space of The Tempest as a 

                                                                                                                                     
character is of paramount importance… we may or may not be given access to that central 
character’s consciousness,” (Seymour Chatman, op. cit., p. 147). 
148 Julia Kristeva, 1981, op. cit., p. 18. 
149 Ibid., my emphasis. 
150 Ibid., p. 19, original emphasis. 
151 Julie Sanders, op. cit., pp. 92-93. 
152 Steven Connor, The English Novel in History: 1950-1995, London and New York, 
Routledge, 1996, p. 186. 
153 Julie Sanders, op. cit., p. 51. 
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written text allow Prospero to ‘steal others’ lines’154 and establish himself as the 

eloquent ‘narrator’ that is the sole arbiter of ‘truth’ to be able to extend his line. Much 

as the feminine or feminised voices form a counter-universe and haunt the play 

glimmering through the cracks or fissures they open up for themselves only to erode 

‘his story’, these can be discerned only when delved deeper into the text. In Indigo, 

this is manifested much more strongly. The novel ontologically rules out the idea of 

a unitary discourse but exploits heteroglossia, presenting a dialogic paradigm in 

which there is enough room for a multiplicity of ‘points of view’ to go around, namely, 

the slant of the heterodiegetic narrator, which may or may not match the attitude of 

the implied or real author;155 as well as the filters of the dominant and the non-

dominant, or dissenting, protagonists. The novel’s subgenre, that is, magic realism, 

in which “politics collide with fantasy,”156 provides further possibilities for the 

operation of the novel’s ambitions. Lois Parkinson Zamora and Wendy B. Faris 

expound on and underpin the ambivalent nature of magic realism as follows: 

 
 
Magical realism often facilitates the fusion, or coexistence, of possible worlds, 
spaces, systems that would be irreconcilable in other modes of fiction. The 
propensity of magical realist texts to admit a plurality of worlds means that they 
often situate themselves on liminal territory between or among those worlds – in 
phenomenal and spiritual regions where transformation, metamorphosis, 
dissolution are common, where magic is a branch of naturalism, or pragmatism. 
So magical realism may be considered an extension of realism in its concern 
with the nature of reality and its representation, at the same time that it resists 
the basic assumptions of post-enlightenment rationalism and literary realism. 
Mind and body, spirit and matter, life and death, real and imaginary, self and 
other, male and female: these are boundaries to be erased, transgressed, 
blurred, brought together, or otherwise fundamentally refashioned in magical 
realist texts.157 
 

Equipped with such possibilities, Indigo is not concerned, however, with 

hierarchising these ‘points of view’, which are rooted in ideology, into a higher and 

                                                
154 Pun is intended. According to Vaughan and Vaughan, Prospero has nearly 30 percent of 
the lines with the next highest figure being Caliban at less than 9 percent (op. cit., p. 24). 
155 Seymour Chatman notes that the narrator “is the only subject, the only ‘voice’ of narrative 
discourse. The inventor of that speech, as of the speech of the characters, is the implied 
author. That inventor is no person, no substance, no object: it is, rather, the patterns in the 
text which the reader negotiates,” (op. cit., p. 87). 
156 Lois Parkinson Zamora and Wendy B. Faris, “Introduction: Daiquiri Birds and Flaubertian 
Parrot(ie)s,” Magical Realism: Theory, History, Community, Durham & London, Duke 
University Press, 1995, pp. 1-12, p. 1. 
157 Ibid., pp. 5-6. 
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lower authority much as it prioritises postfeminist discourse, i.e., female narratives, 

those overwritten by the phal‘logo’centric narrative. Rather, through the championed 

characteristics of ambivalence, liminality and plurality, by and large, the aim is to 

prevent one voice from denying or distorting what was done and only one narrative 

from assuming master status. 

Webster’s Encyclopedic Unabridged Dictionary puts the meaning of 

“pastiche” as “incongruous combination of materials, forms, motifs etc., taken from 

different sources; hodgepodge.”158 Leaning upon this definition, Indigo could be 

claimed to be a “pastiche” of various elements borrowed from other genres: the map 

from cartography, “Acknowledgements” part from theoretical and scientific literature 

or writing, “Principal characters” from drama, letters from an epistolary novel, poetry, 

songs, fairy tales, photographs and paintings through detailed descriptions; as well 

as a “pastiche” of two canonical ‘texts’, re-written with critical proxy: the literary 

mother-text being The Tempest and the historical and social intertext being the 

British colonisation of Liamuiga in the Caribbean in the seventeenth century; and of 

yet another tale of an overtly fictional extended family living in twentieth-century 

post-war London, the Everards, whose ancestors played a central role in the 

colonisation of the said island. 

Added to this is yet another multi-layered “pastiche” pertaining to the casting 

of the protagonists in Indigo, which is informed by the ontological nexus between 

The Tempest and Indigo as its rewriting, or “dialogic appropriation.”159 This serves 

to lend an added richness to the novel. To begin with, each of the corporeal 

characters in The Tempest, namely, Prospero, Caliban, Ariel and Miranda, as well 

as those alluded to, notably, Sycorax, Miranda’s mother and Caliban’s absent mate, 

‘fragments’ into more than one protagonist in Indigo. Put another way, the 

                                                
158 “pastiche,” Webster’s Encyclopedic Unabridged Dictionary of the English Language, 
op. cit., p. 1055. This meaning accords with the etymology of the word: pastiche is the 
French version of greco-Roman dish pasticcio, or pasta, which designated a kind of food 
made of many different ingredients. 
159 The term “dialogic appropriation” is used in the sense put forward by Thomas Cartelli: 
“dialogic appropriation... involves the careful integration into a work of allusions, 
identifications, and quotations that complicate, ‘thicken’, and qualify that work’s primary 
narrative line to the extent that each partner to the transaction may be said to enter into the 
other’s frame of reference,” (Repositioning Shakespeare: National formations, post-
colonial appropriations, London and New York, Routledge, 1999, p. 18, original 
emphasis). 
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distinctive aspects of more than one character from The Tempest ‘intermingles’160 

within one protagonist in the novel. This tangled web of relations between the 

figures – both corporeal and ‘spiritual’ – is further complicated by the 

interrelatedness of the protagonists within Indigo who either roam the same layer of 

narrative or exist in the other, and by the fact that the same fluid interrelation holds 

true for that triangular relationship between The Tempest characters, the 

protagonists in the novel and those in the fairy tales Serafine the storyteller tells, 

also including the mythological figures alluded to. All this ‘transference’ is 

manifested either by verbal signification, i.e., by being each other’s namesakes and 

through the nicknames they are called, or by non-verbal signification, i.e., through 

their likeness in disposition, characteristics, identity or acts, albeit expressed 

verbally as would be allowed by the linguistic, or diegetic, paradigm of the novel as a 

narrative text-type. The protagonists are, then, presented as multiplicities, rhizomes, 

grafts, crossing over into each other. This way, the already-blurred characters from 

The Tempest, as the study aims to exhibit, are thoroughly blurred in the novel. This 

“leaking into one another,” that is, this at least double- or triple-casting which is not 

restricted to but is established across time, gender, culture and race, and between 

fictional and real figures is compounded by the participation of the heterodiegetic 

narrator, who moves freely in the consciousnesses of the protagonists – both 

corporeal and ‘spiritual’, i.e., dead – and establishes her/his distance at times, and 

whose intrusions in the linear unfolding of the narrative are irregular, running counter 

to any monistic principle that would affirm the unity of existence, consciousness or 

voice, thus mirroring the politics of the novel. This is based on the premise that, as 

postmodern narrative makes it abundantly clear, “what was taken as an ontological 

category [i.e., characterisation] produces an epistemological problem,”161 which is 

synonymous with the question of ethics. As one of the protagonists in Indigo says, 

“Ethics and aesthetics cannot be held apart.”162 

                                                
160 The choice of the word “intermingle” rather than “fusion” is a deliberate one. Hybridity as 
fusion entails “the creation of something entirely new out of the mixing of two or more distinct 
phenomena,” whereas hybridity as intermingling alludes to the fact that “the differences that 
make up the hybrid remain in play, retaining some of their original character,” (Susan 
Stanford Friedman, Mappings: Feminism and the Cultural Geographies of Encounter, 
Princeton and New Jersey, Princeton University Press, 1998, p. 84). 
161 Thomas Docherty, op. cit., p. 49. 
162 Marina Warner, Indigo, or Mapping the Waters (1992), London, Vintage, 1993, p. 261, 
subsequent references will be given to the novel. 
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A not insignificant “pastiche” is also observed in the novel’s employment of a 

double temporal perspective: twentieth-century London and seventeenth-century 

Caribbean, which is what makes the novel still more rewardingly complex. What is 

more, the story of the novel oscillates between past and present: the first layer, that 

is named “now,”163 is set in twentieth-century post-war London, opening in 1948, 

then spanning from 1969 to the 1980s; the novel then moves to the “then” layer, that 

is, seventeenth-century Liamuiga in the Caribbean, spanning from 1600 to 1620; 

and finally moves back to “now,” depicting twentieth-century London from 1969 to 

1983. In order to match up to the narrative logic of the novel, this study has chosen 

to follow the same route, according to which: Chapter 3 concerns the “now” layer, 

Chapter 4 the “then” layer, and Chapter 5 dwells on the “now” layer of Indigo. 

The Elizabethan plot that is “then,” which is the subject matter of Chapter 4, 

mainly provides the backdrop against which the twentieth-century protagonists can 

be set. It charts the experiences of the namesakes of mainly four characters from 

The Tempest: Sycorax (b. 1560) is cast as a native Carib Indian wise woman and 

indigo-dyer living on the island of Liamuiga; her foster daughter Ariel (b. 1604) is a 

female version of The Tempest’s fairy spirit and is of Arawak Indian parents brought 

by the European settlers from the Surinam mainland; and the play’s Caliban is cast 

as Sycorax’s foster son, Dulé (b. 1600), a West African of Iqbo origin, who is 

suggestively named Caliban by the English settlers. A Prospero-figure is provided in 

the person of Christopher Everard ‘Kit’ (b. 1595), when he “[h]ere in this island... 

arriv’d” (Act I, Scene ii, line 171) in 1618, and through his claims on the island in the 

name of England, he becomes “a pioneer among planters” (p. 104), thereby marking 

the overture of British colonisation in the Caribbean. The ‘colonial encounter’164 

between the indigenous people and the first European settlers on the island, which 

is now a “contact zone,” to borrow from Mary Louise Pratt’s terminology, deftly 

delineates the regulatory processes of colonialism, i.e., the Eurocentric construction 

of otherness as justification for exploitation and enslavement. This layer of the 

narrative thus provides The Tempest-characters with a proper history and answers 

some of the questions the play provokes, such as what befalls Caliban after the 

                                                
163 “Now” and “then” are how these two centuries are called in “Principal characters.” 
164 The term ‘colonial encounter’ is meant to refer to moments of first contact between an 
indigenous people and their colonisers and later encounters when both are aware of the 
other, for all encounters in what Pratt calls “the contact zone” can be invested with symbolic, 
emotional, and political meaning. 
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departure of Prospero, or why Sycorax is without a husband, why she is alleged to 

be full with rage and has a hooped shape. This way, the subject is shown to be a 

product of complex historical forces, not an original essence. 

The twentieth-century layer of the narrative that is “now,” which falls within 

the scope of Chapters 3 and 5, is concerned with the Everard family, the modern 

progeny of the aforementioned Christopher Everard, thereby being a family 

embroiled in a colonial project. The family is replete with Prospero-, Caliban-, 

Miranda-, Ariel- and Sycorax-figures in addition to protagonists who stand for the 

‘absent’ figures in the play, all of whom will be elaborated on in the introductory 

section of Chapter 3. Chapters 3 and 5, by and large, show the ill-effects of 

colonialism on the present-day family. One significant theme in this respect is the 

rejection of motherhood in the twentieth-century narrative, which is shown to be a 

legacy of the seventeenth-century colonialism, which ‘separates’ parents and 

children: all mothers fail their children in some or other way. This is meant to provide 

an answer to why mother figures are absent in The Tempest. These chapters also 

delineate the destabilising effects of creolisation on this family, who has their roots in 

the Caribbean. As Chapter 3 and 5 respectively indicate, this form of hybridity 

destabilises the potency of the patriarchs, rendering them feminised. 

The first part of Chapter 3 carries out a protracted analysis of the liminal 

paratexts, i.e., the title, subtitle, Acknowledgments part, the “Principal Characters,” 

and the map placed in the frontispiece of the novel, relating them to The Tempest 

paradigm. These paratexts, this part of the study claims, dovetail with each other to 

index the strategies of the novel. The second part of Chapter 3 is allocated to 

Serafine Killebree, the Everard family’s black maidservant from the island of 

Liamuiga, since the very first chapter that opens the novel bears her name. In 

actuality, there are three chapters named “Serafine” in the novel, all of which are set 

apart from the main narrative, which is made up of six parts in total. Following the 

narrative thread of the novel, the remaining two chapters of the novel named after 

Serafine are respectively dealt with in Chapter 5. 

That the entire narrative is framed by the storytelling of Serafine Killebree, a 

figure who connects both Miranda- and Sycorax- figures, “draw[s] the novel into a 

more circular mode of being than the teleology of ‘History’ allows. In turn, a critical, 

postfeminist, and post-colonial reading of The Tempest is incorporated into this 
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revisionist text.”165 In each of the three chapters of her name, Serafine Killebree tells 

the Everard children or women three fairy tales she weaves out of the hi/stories from 

the family’s colonial past, well-known fairy tales and mythological figures, all 

adapted: “[b]ut this savage story isn’t seemly for the little English girls, so Serafine 

has adapted it, as storytellers do” (p. 224). In fact, disguised under the cloak of fairy 

tales, her stories, which appropriate fairy tale plotlines and paradigms, constitute 

counter-narratives that have a catalytic role in ‘eroding’ the so-called grand 

narratives of the Everard family contentwise, to begin with. The myths and tales re-

told by Serafine, which comprise stories of devouring, of death, and consumption, 

sexual or otherwise, apparently mirror and offer a template for understanding the 

post-colonial and postfeminist concerns of the novel. The tales’ deconstruction of 

the conventions of fairy tales serves “to alter our readings of the privileged 

narratives that have formed a type of canon in Western culture.”166 Serafine’s tales 

pose a menace to the monolithic view of patriarchy also structurally due to their 

employment of oral storytelling techniques and to the fact that they function as a 

microcosmic representation of the broader contours of the novel through their 

structure, function, employment of “Women’s Time,” factionality, intertextuality and 

play-within-play since the endings of the fairy tales are completed in the lives of the 

protagonists, coupled with the fact that they borrow from other fairy tales and 

mythological figures, as aforementioned. This is why this study analyses her fairy 

tales both structurally and contentwise. The first part of Chapter 3 that is concerned 

with Serafine also analyses her in detail starting from her name to the lineaments of 

her character and background, which further serve to destabilise the absolute 

authority of the master. 

Chapter 5 deals with the neo-colonial new world with post-colonial Caliban- 

and neo-colonial Prospero-figures as well as those who represent Miranda and 

Sycorax. At one point in Chapter 5, the two layers of narrative, i.e., “now” and “then,” 

converge across time and space in 1969, on the 350th anniversary of the historical 

landing of the pioneer planters on Liamuiga, when Prospero- and Miranda-figures of 

the family go to visit the island. This part of the novel also strives to find a new 

                                                
165 Kate Chedgzoy, Shakespeare’s Queer Children: Sexual Politics and Contemporary 
Culture, Manchester, Manchester University Press, 1995, pp. 94-134, referred to in Julie 
Sanders, op. cit., p. 51. 
166 Jack Zipes, Fairy Tale as Myth: Myth as Fairy Tale, Lexington, University of Kentucky 
Press, 1994, p. 157, quoted in Julie Sanders, op. cit., p. 93. 
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language for Miranda and Caliban as an antidote to Prospero’s phallogocentric 

thrust. 

A deeper probing reveals that Indigo demands “recognition of an irreducible 

identity, without equal in the opposite sex and, as such, exploded, plural, fluid,”167 

which is a strategy Kristeva ascribes, in “Women’s Time,” to the works of a “new 

generation” of writers. For instance, Ariel “doesn’t fit in” (p. 97); Miranda feels she is 

a “slash” (p. 18), i.e., neither one thing nor the other; Dulé, a Caliban-figure, is 

“displaced” (p. 94), he feels the island is “an exile” (p. 95), and past “was a lost 

country for him which he wanted to discover” (p. 95); similarly, Kit Everard, a 

Prospero-figure, is “an outsider” (p. 326), “not quite belonging, yet with nowhere else 

to go” (p. 50), signalling the hybridity, i.e., doubleness or in-betweenness, in his 

identity, whose case, together with Dulé’s, introduces the theme of the feminisation 

of the male. 

Indigo also grapples with what Kristeva calls the “symbolic question,” which 

is a crucial theme explored within postfeminist and post-colonial context. For 

instance, Ariel “choke[s] on speech” (p. 173); Sycorax is “the source of many [noises 

on the isle]” (p. 77); Serafine, a Sycorax-figure, “unscramble[s] the noises [of 

Sycorax]... to change into stories another time” (p. 402). Within the precincts of 

“identity” and the “symbolic question,” Indigo, then, becomes a powerful tool for the 

functioning of the subversive strategy of mimicry – “almost the same, but not 

quite”168 – and of Irigarayan formulation of feminine mimicry. This is compounded by 

the fact that the novel is itself “imitation with critical distance” or “repetition with 

difference,” i.e., modern parody, which seems to be the literal manifestation of 

Bhabha’s concept of mimicry. Leaning upon this, it could be asserted that 

mimicking, rather than merely representing, its literary and cultural predecessors, 

Indigo is, then, “at once resemblance and menace,” to borrow from Bhabha’s 

terminology. And this is where the ambivalence of the text lies. 

The novel’s extensive concern with multiplicity and hybridity inevitably 

resonates in its deployment of and experimentation with structural narrative 

strategies: its employment of what Kristeva terms “Women’s Time,”169 which 

                                                
167 Julia Kristeva, 1981, op. cit., p. 20. 
168 Homi K. Bhabha, 1984, p. 126, original emphasis. 
169 Julia Kristeva, 1981, op. cit., p. 13. 
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corresponds to the female “biological rhythms” such as “repetition... cycles [and] 

gestation,” and to the rhythms of mother ‘‘nature.”170 One of the two women’s time, 

“archaic (mythical) memory”171 manifests itself in the fairy tales and oral storytelling 

foregrounded in the novel. The other, that is, “cyclical and monumental,”172 time as 

opposed to chronos, i.e., time as logic and history, manifests itself in the novel’s 

non-linear narrative, e.g., it ends where it began, and the narrative mode of the 

novel is sporadically intruded by the heterodiegetic narrator; in the fact that it resists 

closure; in the intricate connection between and movement over the tales covering a 

large span of time, i.e., the seventeenth- and twentieth-century narratives, with the 

former symbolically extending to the 2010s in the person of Sycorax, who is dead 

but ‘speaks’; in its employment of pastiche, “factionality” and the congruous strategy 

of multi-layered intertextuality, i.e., the collation of the literary, historical, 

geographical and also autobiographical173 intertexts; in the strategy of mise en 

abyme, or play-within-a-play, signalling the dual ontological status of the text, mainly 

provided by the fairy tales of Serafine, the endings of which remain incomplete, so 

that they are completed in the lives of the protagonists in the novel; and, not least, in 

its employment of spatial narrative trope: one similar to the montage mode in films, 

i.e., parallels in, conflation of and intersection between various experiences around 

one specific place or event, all, in fact, converging to provide the novel with 

                                                
170 Ibid., p. 16. 
171 Ibid., p. 20. 
172 Ibid., p. 17. For further elaboration on cyclical and monumental temporality and how it is 
linked to female subjectivity, see Ibid., pp. 16-17. 
173 The author of this dissertation is well aware of the complexities involved in mentioning the 
autobiographical aspects of the real author, Marina Warner, embedded in the novel. It seems 
plausible to establish from the very outset that she subscribes to the anti-intentionalist view, 
which insists on distinguishing between “utterer’s meaning,” i.e., “what the real author had in 
mind when creating the text,” and “utterance meaning,” i.e., “word-sequence meaning plus a 
context, the locution plus its illocutionary force,” relying on the latter, for the two are not 
identical (Seymour Chatman, op. cit., p. 79). Nevertheless, it seems inescapable to mention 
the autobiographical elements embedded in the novel, albeit in passing, considered the 
undeniably conspicuous congruity or parallelism, and the simultaneous differences, between 
the autobiographical details of the Warner family and those in the novel. Warner is herself 
the great–grand–grand–daughter of Sir Thomas Warner, who is famous for settling on St. 
Kitts – the first British island in the Caribbean – and is the real-life counterpart of the fictive 
Sir Christopher Everard ‘Kit’, whose name apparently derives from the real island of St. Kitts. 
Having a family which was closely involved in establishing British power in the Caribbean, 
Marina Warner disperses the real characters from her family tree or motifs in the novel, 
narrating a fictionalised version of her family in the early days of English settlement in the 
Caribbean. Her purpose throughout is apparently political: using and abusing some 
autobiographical details to further problematise the entire notion of representing reality. 
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circularity and fragmentation that distrust the iron categories of a logical and 

totalitarian order. 

All these sets of pastiche and leakages imbue the novel with the enriching 

characteristics of ambivalence, liminality and plurality, serving to debunk, in 

postmodern fashion, the centre that functions as pivot between binary opposites, 

e.g., black/white, male/female, animate/inanimate, corporeal/spiritual, high/low, 

past/present, here/there, history/fiction, indicating their arbitrary nature, thus 

rejecting and deconstructing this dualistic vision of the world with its privileging of 

one half and imposition on a fixed meaning. In the words of Salman Rushdie, who 

construes such hybridity as the creative force of change: “[m]élange, hotch-potch, a 

bit of this and a bit of that is how newness enters the world…”174 

Multifarious in its narrative strategies, Indigo, then, calls for an in-depth 

analysis that involves 1) the novel’s employment of structural narrative strategies 

and 2) a close textual attention to the foundational elements cropping up in the novel 

with particular emphasis on various forms of ambivalence, liminality and plurality, 

which together buttress the core of postfeminist narrative paradigm, in order to 

reveal the extent to which the novel bears formal and ethic kinship to postfeminist 

discourse, so that the ultimate message of the novel, with its ideological implications 

for the present and future, can be extracted. The concern of Chapters 3, 4 and 5, 

then, is pragmatic, rather than ontological: the question is what could be derived 

from positing such a kinship with postfeminist discourse. 

Indigo is a modern parody, or “repetition with difference,” and that, as Eileen 

Williams-Wanquet contends, the “‘message’ of the ‘parody’ is contained in its 

differences with the formally backgrounded text.”175 Therefore, with the aim of 

revealing to what extent it cleaves to and from the play, which will, in turn, provide 

assistance in remapping, or reconstructing, the novel’s overall “poethics,”176 the 

analysis aims to proceed by underscoring the novel’s “differences” with The 

Tempest, with the analysis of which we begin. 

                                                
174 Salman Rushdie, Imaginary Homelands: Essays and Criticism, 1981-1991, London, 
Granta, 1991, p. 394, original emphasis. 
175 Eileen Williams-Wanquet, “Marina Warner’s Indigo as Ethical Deconstruction and 
Reconstruction,” Critique, Vol. 46, No. 3, Spring 2005, pp. 267-82, p. 273, my emphasis. 
176 The word is borrowed from the title of Adele Parker’s essay “Living Writing: The Poethics 
of Hélène Cixous,” which appeared in Postmodern Culture, Volume 9, Number 2, January 
1999. 
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CHAPTER 1 

 

The Tempest: A Dialogic Medium of 

the Patriarchal Text and Matriarchal Texts 

 
 
 

“The order I found was the order of disorder.”1 
 
 

“A time is envisioned when the world was not, only a watery chaos 
(the dark, indistinguishable sea) and a warm cosmic breath, 

which could give an impetus of life.”2 
 
 
 

This chapter embarks upon the patriarchal scenario Prospero strives to 

impose on all other figures, treating them as non-entities and deleted subjects. It 

comprises five subheadings, each of which introduces Prospero and the other 

figures with respect to the extent to which they comply with or contradict his plot of 

imposing absolute authority, with the island and the tempest counted among those 

figures. Overall, the play has two father-centred foci: one, the individual father, and 

second, the patriarchal-Symbolic order perceived as immanent to the society 

portrayed in the play. 

Victim to the dethroning of his brother and stranded, with his daughter, on an 

island, Prospero now takes his raison d’être from his aim to accomplish his plot, 

i.e., his plan to take his dukedom back. With this end in view, he strives to keep his 

daughter chaste to marry her off to Ferdinand, son of the King of Naples. The island 

is already inhabited by other figures; nevertheless, he is ‘presumptuous’ enough to 

imagine the island as a bastion of his ‘absolute’ male dominance, thus becoming the 

patriarch/coloniser in the play. Prospero exploits the ‘privileges’ the coalescence of 

patriarchal and colonial economies accords him with, arrogating to himself the rights 

over the island, attempting to turn it into a panopticon. Relentless in his endeavours 

to wield his ‘absolute’ authority on all other figures, Prospero strives to impose his 

                                                
1 William Saroyan, “The Bicycle Rider in Beverly Hills,” 1952. 
2 Rig Veda. 
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language as a tool of domination and conquest, that is, he teaches his language and 

names things and people. He engages in a both patriarchal and colonial endeavour 

to control and manipulate others’ memories, senses and experiences to become the 

omniscient creator of the story he weaves around himself by employing what he 

calls ‘art’, i.e., magic, which additionally renders him the magician-artist figure in the 

play. Whenever he fails to ‘control’ the minds of others through the manipulative 

strategies of his magic, the magus resorts to the physical mechanisms of it: he 

tortures others through curses that literalise themselves, and ‘silences’ them through 

freezing and charming them to sleep. In any case, however, power is practised 

through and conceived in terms of eloquence,3 thus “The Tempest is a figure of the 

map of Renaissance power as eloquence.”4 

 
 
 

 1.1. The Spectacle of the Tempest as Matriarchal Chaos 

 
 

The very first scene in The Tempest initiates the contestation in the very 

embodiment of the tempest which it stages. The play opens with the stage 

directions: “A tempestuous noise of thunder and lightning heard,”5 accompanied by 

snatches of desperate shouting amongst the crew onboard the ship in turmoil 

engulfed by the roaring tempest, i.e., a wild disorder of the rising and breaking 

waves: 

 
 

Master. Boatswain! 
Boatswain. Here master. What cheer! 
Master. Good, speak to th’ mariners. Fall to’t yarely or 
 we run ourselves aground. Bestir, bestir! 
      Exit. 
 Enter Mariners. 
Boatswain. Heigh, my hearts; cheerly, cheerly, cheerly, my 
 hearts! Yare! Yare! Take in the topsail. Tend to the 
 master’s whistle! [to the storm] Blow till thou burst thy 
 wins, if room enough.  (Act I, Scene i, lines 1-8) 

                                                
3 Eric Cheyfitz, op. cit., p. 23. 
4 Ibid., p. 25. Fur further discussion on the Renaissance drama as a verbal form, see “The 
Foreign Policy of Metaphor,” Ibid., pp. 22-40. 
5 Stage direction at Act I, Scene i, line 1.1, my emphasis. 
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The implied reader is thus immediately thrust into a scene of chaos with a storm 

striking the ship, and the very first sound encountered in the play is the “noise,” i.e., 

aural chaos, of the storm, and the next, the “noise” coming from the crew aboard. 

This scene of chaos, i.e., confusion and disorder, markedly replicates the plot of 

Genesis, which is primarily replete with the motif of chaos and subsequent ordering 

and organising of it with its specific relation to the sea, serving to foreshadow the 

thematic struggle between ‘order’ and ‘chaos’ in The Tempest.6 That Genesis is the 

patriarchal text per se with God as the ultimate patriarch and that it is Prospero who 

has orchestrated the tempest as disclosed in Act I, Scene ii serve to equate 

Prospero with God. This signals Prospero’s aspiration after omnipotence and 

supreme domination, which he endeavours to accomplish by wielding his magic to 

control and subdue the forces of nature, thereby exerting his Adam-like God-given 

“dominion over the fish of the sea, and over the fowl of the air, and over every living 

thing that moveth upon the earth.”7 Prospero, then, aspires to be the ultimate strong 

father in the play. 

Prospero’s motive in stage-managing the tempest is to cast upon the island 

his two archenemies, namely, his brother Antonio, and Alonso, the King of Naples, 

on both of whom he desires to extract revenge, as well as the King’s son and heir 

Ferdinand, to whom Prospero desires to marry off his daughter Miranda so that his 

grandchildren will be heir to both Milan and Naples, that is, his ‘domain’ will enlarge 

thanks to this marriage. Prospero thus turns his daughter to an exchange gift, a 

possession to pass from father to husband. Hélène Cixous accounts for such a 

search for masculine profit as such: 

 
 

                                                
6 Hereby the relationship between chaos and creation, and the connection of the sea to 
creation must be noted. The primal chaos in Genesis is that the earth began “without form 
and void,” (Old Testament, Genesis, i.2); therefore, “the Spirit of God moved upon the face 
of the waters,” (Ibid., i.3). The sea symbolises the continued threat the forces of chaos pose 
against order and creation. The creator controls the sea, both producing and calming the 
waves, keeping it within its boundaries. In Genesis, the tension between chaos and order is 
a recurring theme, and much as chaos is fended off to provide order, it always remains a 
threat. For further information on the issue, see “sea,” Dictionary of Biblical Imagery: An 
encyclopedic exploration of the images, symbols, motifs, metaphors, figures of 
speech and literary patterns of the Bible, Ed. by Leland Ryken, James C. Wilhoit, 
Tremper Longman III, Downers Grove, Illinois, USA, Leicester, England, InterVarsity Press, 
1998, pp. 765-66. 
7 Old Testament, Genesis, i.28. 
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what he [sic] wants… is that he gain more masculinity: plus-value of virility, 
authority, power, money or pleasure, all of which reinforce his phallocentric 
narcissism at the same time. Moreover, that is what society is made for – how it 
is made… Masculine profit is almost always mixed up with a success that is 
socially defined.8 
 

Prospero’s primary motive in orchestrating the chaos, i.e., the tempest, is, then, to 

restore his ‘absolute’ patriarchal authority on, over and beyond the island, the 

etymology of the word “authority” confirming the metaphor: “augeo, increase, 

nourish, cause to grow.”9 Edward Said’s elaboration on the word “authority” is also 

relevant to throw light upon exactly what Prospero endeavours to do: 

 
 
Authority suggests to me a constellation of linked meanings: not only, as the 
OED tells us, “a power to enforce obedience,” or “a deprived or delegated 
power,” or “a power to influence action,” or “a power to inspire belief,” or “a 
person whose opinion is accepted;” not only those, but a connection as well 
with author – that is, a person who originates or gives existence to something, a 
begetter, beginner, father, or ancestor, a person also who sets forth written 
statements. There is still another cluster of meanings: author is tied to the past 
participle of auctus of the verb augere; therefore auctor, according to Eric 
Partridge, is literally an increaser and thus a founder. Auctoritas is production, 
invention, cause, in addition to meaning a right of possession. Finally, it means 
continuance, or causing to continue. Taken together, these meanings are all 
grounded in the following notions: (1) that of the power of an individual to 
initiate, institute, establish – in short, to begin; (2) that this power and its product 
are an increase over what had been there previously; (3) that the individual 
wielding this power controls its issue and what is derived therefrom; (4) that 
authority maintains the continuity of its course.10 
 

Paradoxically however, theory has it that chaos is by its nature un-structured and 

holds infinite possibilities of new forms. Crucially then, the realm of chaos is a 

female space, which, in turn, highlights the difficulty of achieving order over it. That 

the word “tempest” is also designated in Webster’s Encyclopedic Unabridged 

Dictionary as “a violent commotion, disturbance, or tumult”11 further bespeaks how 

                                                
8 Hélène Cixous, “Sorties: Out and Out: Attacks/Ways Out/Forays,” The Feminist Reader, 
Ed. by Catherine Belsey and Jane Moore, Oxford, Blackwell Publishers, 1997, pp. 91-103, p. 
96, original emphasis. 
9 Stephen Orgel, (Ed.) “Introduction,” The Tempest, Oxford, Oxford University Press, 1987, 
pp. 1-92, p. 38. 
10 Edward W. Said, Beginnings: Intention and Method, New York, Basic Books, 1975, p. 
83. 
11 “tempest,” Webster’s Encyclopedic Unabridged Dictionary of the English Language, 
op. cit., p. 1461. 
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Prospero’s scheme for absolute dominance will backfire and drown in the very 

chaos he initially instigated. 

The parallelism between the general motif of Genesis and The Tempest 

provides further clues about the basic theme of the play: 

 
 
Genesis is a book of archetypes. The original act of creation is an archetype of 
new beginnings, accompanied by image patterns of fertility and abundance. The 
Garden of Eden (Gen 2) is the archetypal earthly paradise, a place of pastoral 
bliss, provision and human innocence. The story of the Fall (Gen 3) is built 
around the archetypes of temptation, crime and punishment, fall from innocence 
and initiation. The story of the flood (Gen 6-9) is a story of crime and 
punishment, cataclysmic destruction of the world and rescue. Later stories 
reenact this basic repertoire of archetypal plot motifs.12 
 

The problematic aspect of Prospero’s plot can be reinforced through another 

parallelism drawn between the plots of respective works. In Genesis, itself 

precipitated by chaos in the first place, the creation that was meant to be ‘good’ 

soon eventuated in chaos since, broadly speaking, the divine gave way to the 

carnal, heaven to the earth, word to the flesh, which entailed a progression from 

order to freedom, from textual to sexual reproduction, from omnipotence to power 

politics, i.e., usurpation of power and betrayal. This analogy drawn between the two 

texts and established from the outset, coupled with the fact that in the above-

mentioned binary oppositions prescribed by patriarchy, i.e., divine/carnal, 

heaven/earth, word/flesh, order/chaos, women have been allocated carnality, earth, 

flesh, and chaos, foreshadows the problematics the play has undertaken to contest: 

the claim to absolute authority of Prospero, the ‘connoisseur’ of chaos, who 

produces it and sees that “There’s no harm done” (Act I, Scene ii, line 13), that it is 

and will be – for his own – ‘good’, is yet to be undermined by matriarchal spaces 

lurking on the island. 

The initial scene in the play is an apt paradigm of this challenge, for it 

symbolically corresponds exactly to the Genesis on a micro level, that is, it stages a 

symbolical birth, as evident in the metaphorical nature it is imbued with, 

compounded by the fact that the womb is an embodiment of ‘chaos’ with its specific 

                                                
12 “Book of Genesis,” Dictionary of Biblical Imagery, op. cit., p. 323. 
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relation to water. Hereby the parallelism between ‘birth’ and the definition of the 

word ‘genesis’ with a lower-case ‘g’, which denotes “an origin, creation, or 

beginning; generation, birth”13 must also be recognised. Owing to its enclosed 

shape, the ship that is in turmoil is overtly an extended metaphor for the female 

womb, i.e., a vessel that ‘contains’, whose waters have broken, and the sea that is 

leaking through the cracks of the ship stands for the amniotic fluid in the womb. The 

sea thus turns into a powerful metaphor for female sexuality and fertility, rendering 

such scenes apparent “parodies of birth from the mouth rather than from the 

womb,”14 as encapsulated in the imagery: Prospero’s brother Antonio refers to all 

the courtiers on the ship as “sea-swallowed, though some cast again” (Act II, Scene 

i, line 251). As it suits the ambivalent nature of the play, the sea is, at the same time, 

attributed the quality of taking lives, exemplifying the conventional metaphorical 

“transformation of womb into tomb:”15 Referring to the tempest scene, Gonzalo, an 

old councillor, says, “every drop of water… gape at widest to glut him [Sebastian]” 

(Act I, Scene i, lines 58-59); and Prospero’s helper spirit Ariel tells the royal party 

that 

 
 
destiny 
That hath to instrument this lower world 
And what is in’t, the never-surfeited sea 
Hath caused to belch up you. 

(Act III, Scene ii, lines 53-56) 
 

In Ariel’s speech, destiny is also an emblem of the female owing to its attribute of 

taking lives. When Ferdinand is said to have died “mudded in that oozy bed” (Act V, 

Scene i, line 151) of the sea, or “i’th’ ooze is bedded” (Act III, Scene iii, line 100), the 

metaphorical nature of the wording of the sentences, i.e., “being mudded” and the 

word “ooze,” further reinforces the feminine attribute of the sea as both giving and 

taking lives. The metaphorical presence of Ferdinand’s mother and his dependence 

                                                
13 “genesis,” Webster’s Encyclopedic Unabridged Dictionary of the English Language, 
op. cit., p. 590. 
14 Ann Thompson, “‘Miranda, Where’s Your Sister?’: Shakespeare’s The Tempest,” Feminist 
Criticism: Theory and Practice, Ed. by Susan Sellers, Toronto and Buffalo, University of 
Toronto Press, 1991, pp. 45-56, p. 50. 
15 Sandra M. Gilbert and Susan Gubar, The Madwoman in the Attic: The Woman Writer 
and the Nineteenth-Century Literary Imagination, New Haven and London, Yale Nota 
Bene, Yale University Press, 2000, p. 88. 
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on her can also be extrapolated from these words leaning upon Camille Paglia’s 

formulation of the link between water and the female body. Contending that the 

female body reeks of the ‘sea’, that is, female experience is submerged in the world 

of fluids, as primarily manifest in menstruation, childbirth and lactation, Paglia 

espouses that the female hygra physis,16 i.e., primordial waters, is “contained 

water, fluids which ooze, drip, or hang in tissues or fleshy sacs. The hygra physis is 

the mature female body.”17 The idea that Ferdinand is “mudded” in, that is, immobile 

in thus dependent upon, his mother’s womb can further be reinforced by the fact that 

the origins of the words “mud” and “mother” (i.e., mutter, madre, mater, materia, 

moeder, modder) are close in many languages.18 

During the tempest, Gonzalo imagines the very ship which is to founder as 

being “as leaky as an unstanched wench” (Act I, Scene i, lines 46-47), which very 

significantly encapsulates the patriarchal processes that objectify and regulate the 

female body, considering the immanent denotations and connotations of the simile. 

Taking into consideration the meaning of “stanch”: “to stop the flow of (a liquid, esp. 

blood),” or “to stop the flow of blood or other liquid from (a wound, leak, etc.)”19 and 

“wench”: “a girl or young woman,”20 the simile may allude either to a sexually 

aroused or insatiable woman or to one menstruating without the use of absorbent 

padding. Taken as mucous, the simile “as leaky as an unstanched wench” connotes 

a sexually promiscuous female body which ‘desires’ ‘too much’ with leaking 

associated with overstepping the boundaries since patriarchal discourses deny the 

female subject to possess any ‘desire’, overriding it with masculine ‘desire’. Taken 

as red blood, the simile refers to the female body which ‘speaks’ in cycles, i.e., once 

a month, denying the linearity championed in the Symbolic.21 The ‘red blood’ also 

infamously connotes ‘uncleanness’ due to its connection with “uterine jellies in that 

blood” during menstruation: “[t]he primal swamp [i.e., the womb] is choked with 

                                                
16 For more discussion on the hygra physis, see Plutarch, Isis and Osiris. 
17 Camille Paglia, Sexual Personae: Art and Decadence from Nefertiti to Emily 
Dickinson, London and New Haven, Yale University Press, 2001, p. 91, original emphasis. 
18 Adrienne Rich, Of Woman Born, London, Virago Press, 1986, p.108. 
19 “stanch,” Webster’s Encyclopedic Unabridged Dictionary of the English Language, 
op. cit., p. 1385. 
20 “wench,” Ibid., p. 1622. 
21 For Jacques Lacan, the Symbolic is “that set of rules that govern the accession of speech 
and speakability within culture… and is motivated by the father’s words,” (Judith Butler, 
Antigone’s Claim: Kinship between Life and Death, New York, Columbia University 
Press, 2000, p. 280). 
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menstrual albumen, the lukewarm matrix of nature, teeming with algae and 

bacteria.”22 Red blood also bears a close relation to a fertile maternal body, for it is 

linked to matrilineal descent.23 Because woman’s fertility follows its own laws and 

because its rules are unknowable, the fertile maternal body inspires both awe and 

fear. 

In either case, what is conspicuously manifest in the wording of the simile “as 

leaky as an unstanched wench” is that the female body which possesses excretions, 

one being mucous, the other being the red blood, is construed as a threat to the 

regulatory dynamics of patriarchal order that attempt to ‘control’ the female body. 

The female subject cannot assume the subject position “I,” i.e., the linguistic 

equivalent of subjective identity,24 and express her ‘desire’ since it is a position 

reserved for those who possess a phallus, i.e., a signifier that resumes and 

assumes within itself all that is meant by the masculine and the potent, thereby 

turning the female subject into an object who cannot ‘speak’ and generate meaning 

in the patriarchal symbolic order, i.e., the domain of language. Without an imaginary 

and symbolic home of her own, the female subject, however, ‘speaks’ in non-phallic 

and non-maternal terms: the mucous, the threshold, the lips,25 that is, via her female 

body, which is the repository of the Semiotic language, i.e., the language of 

instinctual sounds and rhythms. 

On this construal, the woman with her womb, or “what the Renaissance 

called the ‘mother’ or the ‘wandering womb,’”26 constitutes a threat to 

phallogocentrism, i.e., “a way of yoking together the rule of phallic authority and 

logocentrism, a fetish with the spoken word as an embodiment of that presence and 

authority,”27 since her body ‘speaks’ in cycles thus subverts the linear progression of 

                                                
22 Camille Paglia, op. cit., p. 92. 
23 The image of blood is tied to Irigaray’s re-reading of Hegel’s treatment of the figure of 
Antigone. For further discussion on the issue, see Luce Irigaray, “The Eternal Irony of the 
Community,” Speculum of the Other Woman, Trans. by Gillian C. Gill, Ithaca, Cornell 
University Press, 1985, pp. 214-26. 
24 According to Lacan, subjective identity has no authenticating point of origin in a ‘real’, 
unitary self, but it begins in a fantasy or mirage since what the child sees in the mirror is not 
himself but his reflection. 
25 For further discussion on these terms, see Luce Irigaray, 1995, op. cit. 
26 Karen Newman, “Portia’s Ring: Unruly Women and Structures of Exchange in The 
Merchant of Venice,” Shakespeare Quarterly, Vol. 38, No. 1, Spring, 1987, pp. 19-33, p. 31. 
27 R. B. Kershner, The Twentieth-Century Novel: An Introduction, Boston and New York, 
Bedford Books, 1997, p. 87. 
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generating meaning celebrated in the Symbolic order.28 This is why patriarchal 

processes endeavour to claim authority over the female body, censoring the primary 

language the female ‘speaks’ and regulating the procreative potentials of the female 

subject.29 It is, then, this “unstanched wench” that is, in any case, “a fluidity, some 

flood,” to borrow Irigaray’s words, that “could shake this social order,”30 within this 

context, the absolute patriarchal order which Prospero endeavours to establish in 

the play. And as Irigaray propounds, “if [women] make the foundations of the social 

order shift, then everything will shift. That is why they are so careful to keep them on 

a leash…”31 

It is apt, then, that despite the assurance of Prospero, the play’s father par 

excellence, that events have been under his ‘control’ all along: “I have with such 

provision in my art / So safely ordered [it]” (Act I, Scene ii, lines 28-29),32 the 

tempest which includes an ‘excessive’ amount of ‘fluidity’ hence, in fact, is ‘out of 

hand’, significantly destabilises an ‘order’ from the very beginning. It deconstructs 

                                                
28 In the sixteenth century, “[d]espite the efforts made to escape a frame of reference that 
impeded anatomical observation and hindered therapeutic progress, scientific discourse was 
dependent on a world order in need of legitimation, and one way to legitimate that order was 
to demonstrate that the role of each sex was inscribed in nature. Thus for all the precursors 
of gynecology and obstetrics… the best justification of, and most useful protection for, 
woman lay in explaining the specific nature of the organ that defined her entire being. 
Because the womb was the receptacle in which ‘a small creature of God’ was formed, and 
because it was connected through the nervous system and the flow of blood to the other 
parts of the body, it was the most necessary and noble organ, indeed the organ in which the 
feminine quiddity resided. To be sure, the importance that physicians and anatomists 
attached to the womb, even apart from the late seventeenth-century discoveries concerning 
the role of the ovaries, demolished the negative definition taken from the Peripatetics but 
condemned woman to be merely the prisoner of the strange organ that dwelled with her. 
Hidden and protected in the secret recesses of the body, the womb possessed a potent and 
mysterious symbolic value as the seat of conception and gestation. In the Buch Matricis 
(Womb Book) Paracelsus defined this organ, ‘die Mutter’, as a ‘kleineste Welt’ (smallest 
world), in itself different from both the macrocosm and the microcosm. The mother-woman 
(die Mutter) is none other than this mundus conclusus, and that is why she possesses an 
anatomy, a physiology, and a pathology different from those of man. The terminological 
ambivalence here is significant: the vessel that conceives and protects the child is commonly 
referred to as ‘matrix’ or ‘mother’ because woman is constituted with the necessity of this 
organ in view – because she exists, in other words, only by virtue of her womb… it 
possesses its own internal power… The myth of the incomplete woman was replaced by the 
myth of woman as uterus,” (Evelyne Berriot-Salvadore, “The Discourse of Medicine and 
Science,” A History of Women in the West: Renaissance and Enlightenment 
Paradoxes, Ed. by Natalie Zemon Davis and Arlette Farge, Cambridge and London, The 
Belknap Press of Harvard University Press, 1993, pp. 348-88, pp. 358-59). 
29 For further discussion on the issue, see Julia Kristeva, “From One Identity to An Other,” 
1980, pp. 124-47. 
30 Luce Irigaray, 1995, op. cit., p. 47. 
31 Ibid. 
32 My emphasis. 
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the binary oppositions hosted on the ship, i.e., the class division between the nobles 

referred to as King and Prince, and the servants or professionals referred to as the 

Shipmaster, Boatswain, and Mariners. The fact that the characters in the scene are 

never named outright by the other characters but are conspicuously referred to in 

terms that indicate their social stations testifies to the stress laid on the 

demarcations, which are then disrupted as exemplified in the following exchange 

between the Boatswain and Gonzalo, a councillor, where the Boatswain is struggling 

desperately with his crew to save the ship and the lives of the others whilst the noble 

passengers are merely hindering the sailors’ work with reproofs and questions: 

 
 

Boatswain. I pray now, keep below. 
… 
Boatswain. … You mar our labour. 
 Keep your cabins! You do assist the storm. 
Gonzalo. Nay, good, be patient. 
Boatswain. When the sea is. Hence! What cares these roarers for the name 

of king? To cabin! Silence! Trouble us not. 
Gonzalo. Good, yet remember whom thou hast aboard. 
Boatswain. None that I more love than myself. You are a councillor; if you can 

command these elements to silence and work the peace of the 
present, we will not hand a rope more. Use your authority! … Out 
of our way, I say!  (Act I, Scene i, lines 11; 15-23; 26)33 

 

Within the compact framework of the above dialogue what is encapsulated is a 

disturbance in the usual hierarchy of power relations, as evidenced by the 

Boatswain’s indifference to “the name of king,” the sarcastic use of the words 

“command” and “authority,” and his confident tone when he dismisses the nobles 

“below” to their cabins. Amidst this chaos instigated by the primal chaos, i.e., the 

tempest, the theme of ‘control’ with the difficulty of achieving order is thus tangibly 

initiated since the boundaries between seemingly inextricable opposites, i.e., 

between master and servant, ‘above’ and ‘below’, are blurred, and pre-existing 

structures that are heavily imbricated in the patriarchal value system are rendered 

inoperative. 

The Boatswain derives his authority from his command over the ship, that is, 

he metaphorically and temporarily ‘disguises’, so to speak, as the ‘King’ of it whilst 

he ‘overthrows’ the ‘real’ King relegating him ‘below’ to his cabin, thereby shackling 
                                                
33 My emphasis. 
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him to minor status. This scene embodies the echoes of a carnivalesque 

deconstruction of the ‘truth’, for, as Bakhtin posits, carnivalesque shows that 

“established authority and truth are relative.”34 With its carnivalesque nature, this 

scene, then, delineates that “[n]o truth... is ever the truth”35 and everything is 

negotiated, thereby serving to engender distrust in the discourse of Prospero, who 

professes to be the sole arbiter of the ‘truth’ and whose absolute authority, 

according to him, derives from “Fortune” (Act I, Scene ii, line 179) and Destiny. 

Following the ‘deconstruction’ of a patriarchal ‘order’, the ship is, as Miranda 

expresses, “Dashed all to pieces” (Act I, Scene ii, line 8), which is to say, the scene 

witnesses another ‘fragmentation’ in another ‘order’, for the bodily ‘integrity’ or the 

‘unity’ of the ship is ‘shattered’, and it shortly and duly ‘sinks’ most significantly due 

to the ‘water’ that ‘oozes’ through the ‘cracks’ of the ship-womb: 

 
 
(A confused noise within) Mercy on us! – We split, we split! 
– Farewell my wife and children! – Farewell, brother! – 
We split, we split, we split!  

(Act I, Scene i, lines 60-62)36 
 

The “confused noise” coming from the crew and the constant reiteration of the word 

“split” point to both an aural and physical chaos, which precedes the physical 

fragmentation of a ‘body’, corresponding exactly to “a breakdown of rational unity. 

That linguistic order which creates and constitutes a whole self, a total body, is un-

done.”37 The significance of this fragmentation that has future implications lies in the 

idea that “millions of a species of mole (Topoi, ground mines) never known before”38 

will appear from the ‘cracks’ and undermine that ‘order’. 

                                                
34 Mikhail M. Bakhtin, Rabelais and His World, Trans. by Hélène Iswolsky, Cambridge, 
Massachusetts, M.I.T. Press, 1968, p. 256. 
35 David K. Danow, The Spirit of Carnival, Kentucky, The University Press of Kentucky, 
1995, p. 24. 
36 My emphasis. 
37 Rosemary Jackson, Fantasy: The Literature of Subversion, London, Methuen, 1981, p. 
90. 
38 Hélène Cixous and Catherine Clément, The Newly Born Woman, Trans. by Betsy Wing,  
Intro. by Sandra M. Gilbert, I. B. Tauris, 1996, p. 65. 
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In Genesis, order is restored primarily through the patriarchal acts of placing 

and separating: e.g., “God divided the light from the darkness.”39 Similarly, 

Prospero’s helper spirit Ariel brings order to the chaos by carefully separating the 

shipwrecked victims into four groups and placing them on the island: “In troops I 

have dispersed them ’bout the isle” (Act I, Scene ii, line 220).40 Nonetheless, the fact 

that the tempest thus expands to an emblem of matriarchal chaos, or female 

destabilisation, which has already ‘sunk’ a patriarchal ‘unity’ further serves to hint 

that the chaos has yet to lurk, and Prospero’s strivings to bring absolute order, i.e., 

restoring his absolute patriarchy by totally excising the female, is destined to remain 

futile. 

 
 
 

1.2. Prospero’s So Feminised Art 

 
 

The tempest in Act I may launch the play structurally; however, the story of 

the victimisation of Prospero, which he relates to his daughter Miranda from his 

vantage point and which includes another ‘genesis’ or chaos of analogous nature, 

i.e., a scene of a tempest and shipwreck, is what Prospero professes to be the 

play’s ‘true’ beginning since it sets into motion his plot. The present tempest is, then, 

“a cyclical event, a repetition (like the performance of a play) – a wrought and 

invented storm, to answer and resolve the first storm.”41 Prospero, who seems to 

acknowledge that “what’s past is prologue, what to come” (Act II, Scene i, line 253), 

that is, controlling the past enables one to control the present, or that one can 

manipulate others by controlling how they perceive the past, sets out to tell his 

daughter Miranda the lengthy story of their past so that she recognises his implied 

demands on her future. Prospero’s story, with its Cain and Abel overtones of 

violation between brothers, goes that he was once the Duke of Milan until his 

                                                
39 Old Testament, Genesis, i.4. 
40 Ferdinand is in one part of the island near Prospero’s cave; Alonso, his brother Sebastian, 
Antonio, Gonzalo, Adrian and Francisco, both members of Alonso’s court, in another; 
Alonso’s butler Stephano and the court jester Trinculo in another near Caliban’s cave; the 
Boatswain and the crew in yet another. 
41 Marjorie Garber, Shakespeare After All, New York, Anchor Books, 2005, p. 857. 
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brother Antonio, conspiring with Alonso, the King of Naples, seized his dukedom 

and threw him and his daughter into a boat, casting them into the roaring sea to 

perish. Before their exile on the island, Prospero thought he was in total harmony 

with his world and himself, happy in his library-Eden, where he passed a lot of his 

time. He thought he was protected from outside ‘reality’ by a “lov’d” brother in whom 

Prospero had “A confidence sans bound” (Act I, Scene ii, line 97). Nevertheless, as 

Prospero admits, he was so “rapt in secret studies,” and “being so reputed… for the 

liberal arts / Without a parallel,” to the point of “neglecting worldly ends, all dedicated 

/ To closeness and the bettering of my mind” that he “Awaked an evil nature” “in my 

false brother” (Act I, Scene ii, lines 72-73; 89-90; 92-93),42 who eventually usurped 

his position, though unjustly. 

The liberal arts Prospero worked on refers to the trivium in which grammar 

was a basic foundation, rhetoric encompassed literature and poetry, and logic was 

primarily Aristotelian; and to the quadrivium which encompassed four subjects, all 

based on mathematical knowledge – arithmetic, geometry, astronomy and music. 

His library, then, was a place to ‘know’ the world ‘objectively’, and Prospero 

indubitably aspired after being the humanist male subject who ‘knew’. Therefore, the 

library was conspicuously a male world which ‘banished’ its so-called binary 

opposite, i.e., the ‘subjective’ experiences of women, overriding female desire with 

the male one. Referring to the phallogocentric power deriving from the “Word” 

contained in the books, Hélène Cixous propounds that 

 
 
[e]verything turns on the Word: Everything is the Word and only the Word… we 
must take culture at its word, as it takes us unto its word, unto its tongue… No 
political reflection can dispense with reflection on language, with work on 
language. For as soon as we exist, we are born into language and language 
speaks us, dictates its law… even at the moment of uttering a sentence… we 
are already seized by a certain kind of masculine desire.43 
 

In addition, Marjorie Garber propounds that Prospero’s possession of books is itself 

a sign of distinction historically, for 

                                                
42 My emphasis. 
43 Hélène Cixous, “Castration or Decapitation?” Signs, Vol. 7, No. 1, Autumn 1981, pp. 41-
55, p. 45. 
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books were relatively rare possessions in this period. Although the governing 
classes in England in the sixteenth and early seventeenth centuries were being 
urged to read and to acquire books, the number of books they actually owned 
was very small.44 
 

Besides the ‘objective’ knowledge he derived from the ‘word’, Prospero’s ‘will-to-

knowledge’ that amounts to ‘will-to-power’ also eventuated in his immersion in 

alchemy and the occult, which can be inferred from the very fact that being “rapt” 

also denotes rapture or ravishment: “carried off spiritually to another place, sphere 

of existence,”45 which, in turn, reminds us of the alchemist Faustus’ exclamation: 

“’Tis magic, magic that hath ravished me.”46 That Prospero has a robe on which 

there are “magic signs picked out in gold and silver”47 further attests to his 

involvement in alchemy, which deserves elaboration. In symbolism, gold “was widely 

regarded as embodying the powers of the earth… it was always associated with 

higher power and the gods,” and it was important “to the alchemists in their pursuit 

of transformation.”48 Silver was also “[o]ne of the ‘noble’ metals, like gold” and was 

“generally associated with the moon itself or lunar deities,” so in the “writings of 

European alchemists the name of the moon goddess Luna is usually used for 

silver.”49 Since moon and silver are interrelated in the imagery of alchemy, it could 

well be claimed that Prospero’s magic is not exempt to female effect, for the moon is 

personified as female “because of the similarity of the lunar month and the 

menstrual cycle. The waxing and waning of the moon, and the inevitable return of 

the same lunar form, make a striking symbol for all philosophies combining death 

and rebirth.”50 In astrology, due to its phases, the moon is also thought of not only as 

“‘fickle, producing transitory effects’ but also as a benevolent ‘feminine’ ‘planet’, 

                                                
44 Marjorie Garber, op. cit., p. 871. 
45 “rapt,” Webster’s Encyclopedic Unabridged Dictionary of the English Language, op. 
cit., p. 1191. 
46 Christopher Marlowe, Dr. Faustus, Ed. by David Bevington and Eric Rasmussen, 
Manchester University Press, 1993, p. 110. 
47 Giorgio Strehler, “Notes on The Tempest,” PAJ 72, Trans. by Thomas Simpson, 2002, pp. 
1-17, p. 3, my emphasis. 
48 “gold,” Hans Biedermann, Dictionary of Symbolism: Cultural Icons and the Meanings 
Behind Them, Trans. by James Hulbert, New York, Meridian, 1994, pp. 154-55. 
49 “silver,” Ibid., pp. 308-09. 
50 “moon,” Ibid., p. 224. 
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influencing the emotions, the female sex, mothers, and the entire populace of the 

earth.”51 

As regards the historical context of the relationship between science and 

magic, Marjorie Garber notes that 

 
 
magic was not at this historical moment fully differentiated from what today we 
would call ‘science’; the latter word meant something more like general 
knowledge or ‘learning’ in truths or practical experimentation until later in the 
seventeenth century.52 
 

With respect to Prospero and his magic, Jerry Brotton argues that “the magus or 

‘intelligencer’ inspired unease precisely because of the difficulty of situating his 

activities within a comprehensible frame of reference, where his activities could be 

seen and understood.”53 Alchemy was construed as demonic by the economies of 

patriarchy since it did not just mean an engagement in a formula to turn lead to gold, 

it was also a philosophical quest for the creative secrets of nature, and the love of it 

was believed to lead to the diabolic: 

 
 
For divers men having attained to a great perfection in learning, & yet remaining 
overbare (alas) of the spirit of regeneration and frutes thereof: finding all naturall 
thinges common, aswell to the stupide pedants as unto them, they assaie to 
vendicate unto them a greater name, by not onlie knowing the course of things 
heavenlie, but likewise to clim to the knowledge of things to come thereby. 
Which, at the first face appearing lawfull unto them, in respect the ground 
thereof seemeth to proceed of naturall causes onelie; they are so allured 
thereby, that finding their practize to proove true in sundry things, they studie to 
know the cause thereof: and so mounting from degree to degree, upon the 
slipperie and uncertaine scale of curiositie; they are at last entised, that where 
lawfull artes or sciences failes, to satisfie their restles mindes, even to seeke to 
that black and unlawfull science of Magic.54 
 

                                                
51 Ibid., p. 226. 
52 Marjorie Garber, op. cit., p. 871. 
53 Jerry Brotton, “‘This Tunis, sir, was Carthage’: Contesting colonialism in The Tempest,” 
Post-Colonial Shakespeares, Ed. by Ania Loomba and Martin Orkin, London and New 
York, Routledge, 1998, pp. 23-42, p. 31.  
54 James I, Daemonologie, p. 10, quoted in Virginia Mason Vaughan and Alden T. Vaughan, 
op. cit., pp. 64-66, my emphasis. 
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Alchemy’s spiritual aim was “the achievement of ‘inward silver’ or ‘inward gold’ – in 

their immutable purity and luminosity.”55 For Karl Gustav Jung, alchemy is not only 

“the mother of chemistry [but also] the forerunner of our modern psychology of the 

unconscious.”56 Alchemy is regarded as prefiguring all scientific and anthropological 

“concepts of development and evolution.”57 The alchemical process sought to 

transform the prima materia, or chaos of mutable substances, into the eternal and 

incorruptible “Philosopher’s Stone.” This perfected entity was depicted as an 

androgyne, a “rebis,” i.e., double thing; and both the primal matrix, i.e., primal 

mother,58 and the finished product were hermaphroditic since they contained all four 

basic elements: earth, water, air and fire. In the imagery of alchemy, “luna” also 

represents “the queen, who, wedded with the king, forms an androgyne.”59 In 

addition, 

 
 
[t]he self-contained magnum opus of alchemical process was symbolized by the 
uroboros, the self-begetting, self-devouring serpent. The synthesis of contraries 
in the watery “bath” of the opus was a hierosgamos or coniunctio (“sacred 
marriage” or “union”), a “chymical wedding” of male and female. This pair 
appeared as brother and sister in incestuous intercourse. The terminology of 
incest is everywhere in alchemy, betraying its implicit pagan character.60 
 

As Virginia Mason Vaughan and Alden T. Vaughan advocate, there is strong 

parallelism between the nature of the play and alchemy: 

 
 
The Tempest itself can be compared to one form of magic, the alchemical 
process. The title itself is the alchemical term for the boiling of the alembic to 
remove impurities and transform the base metal into purest gold; if we see 
Prospero’s goal as the transformation of fallen human nature – Caliban, 
Antonio, Sebastian and Alonso – from a condition of sinfulness to a higher level 
of morality, the play’s episodes mirror the alchemical process.61 
 

                                                
55 Quoted in Camille Paglia, op. cit., p. 198. 
56 Ibid., my emphasis. 
57 Ibid. 
58 The Latin root of the word “matrix” is “womb.” 
59 “moon,” Hans Biedermann, op. cit., p. 224, my emphasis. 
60 Camille Paglia, op. cit., pp. 198-99. 
61 Virginia Mason Vaughan and Alden T. Vaughan, op. cit., pp. 63-64, my emphasis. 
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The tempest that Prospero instigates employs a lot of liquid and his ultimate aim is 

to have his enemies “suffer a sea-change / Into something rich and strange” (Act I, 

Scene ii, lines 400-01), that is, he wants them to undergo a transformation of 

character, i.e., being ripe for repentance. As Vaughan and Vaughan note, Prospero 

describes his “project” using a language that connotes the alchemical process: “Now 

does my project gather to a head. / My charms crack not” (Act V, Scene i, lines 1-2), 

and he claims that his aim is to “cure thy [his enemies’] brains / (Now useless) boiled 

within thy skull” (Act V, Scene i, line 60). The word “project” or “projection” refers to 

the “casting of the powder of philosopher’s stone… upon a metal in fusion to effect 

its transformation into gold or silver”; “gather to a head” is a “reference to the 

alchemical boil, in which the ingredients of the experiment are heated to boiling 

point”; “crack” is another alchemical reference, to the breaking of the alembic if it is 

boiled over too high a heat, so “[s]ince Prospero’s charms crack not, his project 

seems to be a success.”62 

All this is an emblem of the fact that the powers which Prospero aspires to 

utilise for a patriarchal scheme are not purely masculine but tap attributes stipulated 

as feminine, i.e., nature, uncertainty, contraries, fluidity, androgyne63 and incest in 

the sense that it defies the sexual ‘rules’ prescribed by the patriarchal order. His 

magic, then, occupies an ambivalent and liminal space. Thus it is apt that alchemy 

proves dysfunctional and does not operate for Prospero in an exclusively patriarchal 

realm, and, like the forbidden fruit, it conduces to his metaphorical displacement 

from the Garden of Eden, shattering in turn his trust in his brother. Rendered 

inoperative and ineffectual by the economies of patriarchy, Prospero’s magic, which 

is by nature feminine, needs a liberatory space to operate. This space where his 

magic will subscribe to his patriarchal plot and help him regain his dukedom in Milan 

is aptly and ironically the less structured world of the island, which is, by nature, a 

counter-universe that has the potential to reverse social codes and hierarchies, 

inviting feminine liberty. At the end, Prospero will duly have to renounce his magic 

before he turns back to his ‘office’, the bastion of patriarchy. 

                                                
62 Peggy Muñoz Simonds, “‘My charms crack not’: the alchemical structure of The Tempest,” 
Comparative Drama, 32, 1998, pp. 538-70, p. 555-56, original emphasis, quoted in Virginia 
Mason Vaughan and Alden T. Vaughan, op. cit., Notes at V.i.5.2, original emphasis. 
63 Itself being one of the important motifs from the world of alchemy, androgyny signals the 
fact that Ariel, an androgyne, is indispensable for his magic. The role Ariel plays in 
Prospero’s magic and his androgyny are elaborated in Chapter 2. 
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1.3. The Island as the Realm of the Maternal 

 
 

As Prospero relates to Miranda in Act I, upon his displacement from his 

position, Prospero was assisted by Gonzalo to escape with her ‘on the same boat’ 

with “rich garments, linens, stuffs and necessities” (Act I, Scene ii, line 164). Their 

“butt” (Act I, Scene ii, line 145), i.e., small, decrepit boat, was dragged to the island 

on the “sea that roared to us” (Act I, Scene ii, line 149)64 and by the winds “whose 

pity, sighing back again, / Did us but loving wrong” (Act I, Scene ii, line 151),65 and 

they came ashore “By providence divine” (Act I, Scene ii, line 159). Put more simply, 

Prospero and Miranda were conveyed to the island through the forces of the 

feminised nature, i.e., the sea and the wind, both of which are hereby personified: 

the sea was angry, and the winds did wrong in blowing the boat to the sea, but they 

were at the same time pitiful. That the boat represents the female womb further 

signals the fact that Prospero cannot escape femininity much as he aspires to 

banish it from his sphere of male dominance. 

Prospero further relates to Miranda that, in addition to other stuff, 

 
 
Knowing I lov’d my books, he [Gonzalo] furnish’d me 
From mine own library with volumes that 
I prize above my dukedom. 

(Act I, Scene ii, lines 165-68) 
 

Prospero’s words which accord pure knowledge represented by his “volumes” a 

higher status than the realm of political power present a dichotomy. In fact, he reads 

the books in order to ‘know’ more, thus gain more power, and, in the course of the 

play, Prospero draws on the very knowledge contained in his books in order to 

avenge the usurpation of his power in his dukedom. He endeavours to become an 

all-powerful figure who imposes his ‘absolute’ authority on the island and all other 

figures through what he calls his “so potent art” (Act V, Scene i, line 50), and the 

omniscient creator of the story he weaves around himself by creating illusions, that 

                                                
64 My emphasis. 
65 My emphasis. 
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is, he stage-manages the events so that he can have absolute control of others’ 

senses, that is, what they see, hear or experience. When Ariel promises Prospero to 

obey his commands “[t]o th’ syllable” (Act I, Scene ii, line 501), “he emphasizes the 

verbal character of Prospero’s art, which is grounded in the book,”66 notes Eric 

Cheyfitz. His books thus function as a site where the authoritarian relationship 

between Prospero and other figures is contested. Hence Caliban’s advice to the 

Stephano and Trinculo, shipwrecked rebels: “Remember / First to possess his 

books” (Act III, Scene ii, lines 89-90). In this sense, 

 
 
The Tempest allegorizes the power relationships played out in its microcosmic 
society and manifested in the struggle to destabilize the fetishized books that 
become the instrument and symbol of Prospero’s dominance. At the core of the 
play’s various allegories (be they figurations of political struggle or of artistic 
illusion) lies the book.67 
 

Prospero initiates his ‘project’ of instilling on the island his ‘absolute’ male 

dominance by excising the mother/femininity both physically and metaphorically 

from his sphere of dominance when he and his daughter are about to land on the 

island. In his struggle to reshape this new world in the image of his own mind, 

Prospero needs to cut off Miranda’s bonds to her mother; therefore, he takes 

Miranda out of the boat and lands her on the island, which scene Ann Thompson 

and Janet Adelman incisively liken to a symbolical birth-act: Prospero “groaned” 

under his “burthen”; Miranda’s smiles “raised in [him] / An undergoing stomach to 

bear up / Against what should ensue” (Act I, Scene ii, lines 156-58). Thompson 

propounds that its imagery implies a fantasised pregnancy with which “he gave a 

kind of second birth to Miranda in his sufferings on the voyage to the island.”68 This 

scene where Prospero ‘reconceives’ Miranda corresponds exactly to Prospero’s 

aspiration to deny the mother her generative power and to symbolically appropriate 

the female procreative act of childbearing, thereby becoming the auctor, the sole 

creator, the progenitor, the Father; and by irreparably cutting off Miranda’s umbilical 

cord, the primal bond with her mother, he believes her passage to the island 

                                                
66 Eric Cheyfitz, op. cit., p. 25. 
67 James Tweedie, “Caliban’s Books: The Hybrid Text in Peter Greenway’s Prospero’s 
Books,” Cinema Journal 40, No. 1, Fall 2000, The University of Texas Press, pp. 104-26, p. 
105. 
68 Ann Thompson, op. cit., p. 48. 
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mediated by this symbolical birth-act undoes her as the mother’s daughter and, as 

Adelman espouses, “imagistically remakes her wholly her father’s daughter.”69 

Miranda’s symbolical rebirth is suggestive of the birth of the full-grown 

Athena out of the head of her father, Zeus, who also suffered great pain like 

Prospero, who claims he experienced the throes of childbirth.70 As Gregory Zilboorg 

propounds, Athena’s birth by a means different from rites of passage comes from 

“woman-envy,” i.e., male envy of female powers, which he suggests is 

“psychogenetically older and therefore more fundamental” than Freud’s penis 

envy.71 In appropriating the female function of giving birth, Zeus ended the line of 

female supremacy, and he himself became the supreme patriarch, for Athena, the 

father’s daughter, owed no loyalty to any mother. Similarly born out of a father, who 

has this “woman-envy,” Miranda, an image of the virgin goddess, is now expected to 

be “obedient to his law in forsaking the mother”72 in the sense that she is expected 

to keep her off her memory, thus rejecting the possibility of a maternal genealogy 

that would potentially shake the foundations of Prospero’s absolute patriarchal 

authority. Paradoxically however, the maternal, thus the mother, is thereby ‘evoked’ 

through the very childbirth metaphor of the scene; and the psychological, social and 

biological functions which constitute the ‘power’ of the mother and which are sought 

to be taken under ‘control’ are inevitably recognised. 

It is not far-fetched to draw another analogy between Zeus and Prospero in 

terms of their relationships to their mothers and brothers. In the same way as 

Prospero ‘banishes’ his mother from his speech, that is, he never talks about her, 

Zeus swallowed his wife Mētis, for he dared not risk the birth of a son who was 

destined to usurp his primogeniture, which was literalised in Prospero’s life when his 

brother overthrew him. This allusion is a literal manifestation of the unacknowledged 

debt to the mother to which Irigaray refers as “the murder of the mother,”73 or 

                                                
69 Janet Adelman, Suffocating Mothers: Fantasies of Maternal Origin in Shakespeare’s 
Plays, Hamlet to The Tempest, New York and London, Routledge, 1992, p. 237. 
70 In Greek mythology, Zeus swallowed his first wife Mētis, who was also pregnant to 
Athena. In due time “the god Hephaestus (or Prometheus, it was sometimes said) opened 
Zeus’ head with an axe and Athena emerged, fully armed and uttering her war-cry,” 
(“Athena,” The Concise Oxford Companion to Classical Literature, Ed. by M. C. 
Howatson and Ian Chilvers, Oxford and New York, Oxford University Press, 1993, p. 69). 
71 Gregory Zilboorg, “Masculine and Feminine: Some Biological and Cultural Aspects,” 
Psychiatry, Vol. 7, No. 3, 1944, pp. 257-96, p. 290, quoted in Camille Paglia, op. cit., p. 83. 
72 Luce Irigaray, 1995, op. cit., p. 38. 
73 Ibid., p. 47. 
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matricide, upon which patriarchy hinges, for the latter is defined by Irigaray as “an 

exclusive respect for the genealogy of sons and fathers, and the competition 

between brothers”74 to the point of denying the genealogy of mothers and daughters 

any representation. 

In psychoanalytical terms, Antonio can also be construed as a father-figure 

for Prospero since, by throwing Prospero out of his ‘kingdom’, i.e., the ultimate place 

signifying the extent of his power, Antonio ‘castrates’ him and usurps his ‘potency’. 

That Alonso, the King of Naples, who was Antonio’s accomplice in ‘castrating’ him, 

does not even remember that Prospero had a child symbolically indicates how they 

denied Prospero his ‘potency’: “A daughter? O heavens” (Act V, Scene i, lines 148-

49). It is, then, highly significant that Prospero casts Antonio upon the island, that is, 

he shares his masculine ‘space’ with him. His presence, on the one hand, does 

pose a threat to Prospero’s power, simultaneously, on the other hand, Prospero 

needs Antonio’s presence in his ‘space’ since “absolute power is dependent on 

others.”75 

The ineluctable failure of Prospero in usurping this liminal transition provides 

clues about the nature of the island. The island which Prospero endeavours to turn 

into the realm of the Same, to borrow from Irigaray’s terminology, is, in actuality, a 

site of resistance to Prospero’s omnipotence, most significantly through its intimate 

and inextricable relationship with the surrounding waters, which is embodied in its 

very name: 

 
 
The concept ‘island’ implies a particular and intense relationship of land and 
water. The Oxford English Dictionary makes it clear that the word itself includes 
the two elements: ‘island’ is a kind of pun. ‘Isle’ in its earliest forms derived from 
a word for water and meant, ‘watery’ or ‘watered’. In Old English ‘land’ was 
added to it to make a compound: ‘is-land’: water-surrounded land. The idea of 
water is thus intrinsic to the word, as essential as that of earth. The two 
elements, earth and water, are set in play. An intimate, tactile, and complete 
relationship is implied between them in this ordering of forces. The land is 
surrounded by water; the water fills the shores. The island, to be fruitful, can 
never be intact. It is traceried by water, overflown by birds carrying seeds.76 
 

                                                
74 Ibid., p. 23. 
75 Eric Cheyfitz, op. cit., p. 75. 
76 Gillian Beer, “The island and the aeroplane: the case of Virginia Woolf,” Nation and 
Narration, Ed. by Homi K. Bhabha, London and New York, Routledge, 1990, pp. 265-90, p. 
271. 
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The sea that encircles the land can also bring enemies to its shores, and the island 

can be subjected to ‘penetration’. It is this ‘vulnerability’, in addition to its relationship 

with water and also its roughly circular shape, that further feminises the island, 

rendering it a place ripe for exploration, a site over which various figures claim 

ownership. The island can thus be likened to the female body in which 

 
 
[t]he unborn child first experiences itself as surrounded by wetness, held close 
within the womb. It is not an island in the strict sense since it is attached to a 
lifeline, an umbilical cord. It becomes an island, an isolation, in the severance of 
birth.77 
 

Therefore, the island is a ‘mother’land, which is literally exemplified in the play 

through Caliban’s claim to possession of the island that is her mother’s.78 The island 

is, therefore, a liminal and border space which will inevitably defy Prospero’s 

attempts at absolute authority. 

The island conspicuously lacks a specific geographical context within the 

boundaries of the play much as Shakespeare has placed it somewhere between 

Tunis and Naples in the Mediterranean in the letters of the play.79 What the implied 

reader guesses is that it may be located in the Mediterranean Sea, not far from the 

coast of Africa both because the King and the court party are returning from the 

wedding of Claribel to an African in Tunis and because Sycorax is from Algiers. 

However, scholars have begun to state that an even closer island, one actually in 

the British isles, was famed for the wildness of the inhabitants, linking Ireland as yet 

another colonial space evoked by the play’s suggestively rich and elusive 

landscape. All this comes to mean that the island, 

 
 
in being many places at once, geographically, culturally, and mythographically 
hybrid… eludes location and becomes a space for poetry and for dream. It is 
not found on any map. Prospero’s enchanted island… is ultimately a country of 
the mind. And this is made clear by the very structure of the play, which starts 
out in medias res, in clamor, in shipwreck, and in darkness.80 
 

                                                
77 Ibid. 
78 The connection between Caliban, Sycorax and the island is elaborated in Chapter 2. 
79 Eric Cheyfitz, op. cit., p. 87. 
80 Marjorie Garber, op. cit., p. 856, my emphasis. 
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For Prospero, the island which, “like the stage itself, has two principal resources, 

costume and script,”81 is the primary means by which he can choreograph his return 

to power in Milan through his endeavour to control both the island and the other 

figures. Nevertheless, the island being a site of resistance hosts a myriad of 

challenges, especially for Prospero’s aim of ‘pruning’ it, i.e., excising femininity from 

the scene thoroughly. It duly transpires that the ‘paradisiacal’ island is an ambivalent 

one, hosting merits and challenges at the same time. Referring to the challenges the 

court party encountered when Ariel had them land on the island, Ariel mentions: 

 
 
Tooth’d briars, sharp furzes, pricking gorse and thorns, 
Which entered their frail shins: at last I left them 
I’ the filthy-mantled pool beyond your cell, 
There dancing up to the chins, that the foul lake 
O’erstunk their feet.  (Act IV, Scene i, lines 179-83)82 
 

The very first danger posed by the island is significantly “tooth’d briars,” i.e., wild 

rose bushes, which almost immediately reminds us of the myth of the vagina 

dentata, or ‘toothed vagina’, given the analogy in shape between flower, mouth and 

wound.83 For Camille Paglia, the vagina dentata literalises the sexual anxiety of the 

myth of the Great Mother, the master image from which surrogate subforms of 

female horrors split off. The primary image of the demonic archetypes of woman is 

the femme fatale, that is, “the woman fatal to man,”84 representing the 

uncontrollable nearness to nature. Paglia links the femme fatale to the ‘devouring’ 

toothed vagina as such: 

 
 
The femme fatale is one of the most mesmerizing of sexual personae. She is 
not a fiction but an extrapolation of biologic realities in women that remain 
constant… Metaphorically, every vagina has secret teeth, for the male exits as 

                                                
81 Germaine Greer, Shakespeare, Oxford and New York, Oxford University Press, 1986, p. 
29. 
82 My emphasis. 
83 According to Camille Paglia, stories of the devouring Mother are ubiquitous in myths, most 
notably in several North American Indian tribes, representing the death-fear which the male 
psyche often transformed into a sex-fear. In the North American Indian version, “[a] meat-
eating fish inhabits the vagina of the Terrible Mother; the hero is the man who overcomes the 
Terrible Mother, breaks the teeth out of her vagina, and so makes her into a woman,” 
(quoted in Camille Paglia, op. cit., p. 47). 
84 Ibid., p. 13. 
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less than when he entered. The basic mechanics of conception require action 
in the male but nothing more than passive receptivity in the female. Sex as a 
natural rather than social transaction, therefore, really is a kind of drain of male 
energy by female fullness. Physical and spiritual castration is the danger every 
man runs in intercourse with a woman… Women’s latent vampiricism is not a 
social aberration but a development of her maternal function, for which nature 
has equipped her with tiresome thoroughness. For the male, every act of 
intercourse is a return to the mother and a capitulation to her. For men, sex is a 
struggle for identity. In sex, the male is consumed and released again by the 
toothed power that bore him, the female dragon of nature.85 
 

In a similar vein, Elizabeth Grosz propounds that  

 
 
[t]he fantasy of the vagina dentata, of the non-human status of woman as 
android, vampire or animal, the identification of female sexuality as voracious, 
insatiable, enigmatic, invisible and unknowable, cold, calculating, instrumental, 
castrator/decapitator of the male, dissimulatress or fake, predatory, engulfing 
mother, preying on male weakness, are all consequences of the ways in which 
male orgasm has functioned as the measure and representative of all 
sexualities and all modes of erotic encounter.86 
 

“Sharp” furzes, and “pricking” gorse and “thorns” that are mentioned right after the 

gaping “tooth’d briars” refer to prickly shrubs that “enter” frail shins, which implies 

the presence of the upper-case Phallus, i.e., masculine authority, on the island. 

Nevertheless, the suggestion that there is an authority of the male is deceptive and 

misleading. Since these thorn-penises, i.e., “furzes” and “gorse,” are all brown, they 

are associated with “barren” ground,87 which clearly undermines the potency of the 

masculinity pervading on the island, associating it in lieu with barrenness and 

impotence. In opposition to this theme of ‘impotence’ of the Phallus, what 

immediately ensues in the next line is the fertility of femininity: outside Prospero’s 

cell, there is a “filthy-mantled pool,” i.e., a pool covered with slime or scum, and a 

“foul lake,” as well as “bogs, fens, flats” (Act II, Scene ii, line 2). The “filthy-mantled 

pool,” the “foul lake,” and the “bogs,” “fens,” “flats” all denote spongy grounds, 

marshes and swamps. When the linguistic connection in German between Mutter 

(mother), Moder (bog), Moor (fen), Marsch (marsh) and Meer (ocean) is noted, 

                                                
85 Ibid., pp. 13-14, my emphasis. 
86 Elizabeth Grosz, “Animal Sex: Libido as Desire and Death,” Sexy Bodies: The Strange 
Carnalities of Feminism, Ed. by Elizabeth Grosz and Elspeth Probyn, New York, 
Routledge, 1995, pp. 278-99, p. 293. 
87 Virginia Mason Vaughan and Alden T. Vaughan, op. cit., Notes at I.ii.66. 
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then swamp, by and large, manifestly becomes the quintessential female symbol of 

fertility, for it is related to the primal feminine swamp, i.e., the dark, dank womb or 

uterus, which instils fear in men.88 

The female attributes of the island are conspicuously manifest at the opening 

of Act II through the conflicting attitudes towards the island in the argument of the 

courtiers now marooned on the island, namely, Gonzalo and Adrian89 on the one 

hand, and Antonio and Sebastian, on the other, all of whom speculate on the island 

they have just ‘gazed’ upon: 

 
 
Adrian. Though this island seem to be desert – 
Antonio. Ha, ha, ha. 
Sebastian. So, you’re paid. 
Adrian. Uninhabitable and almost inaccessible – 
Sebastian. Yet – 
Adrian. Yet – 
Antonio. He could not miss’t. 
Adrian. It must needs be of subtle, tender and delicate temperance. 
Antonio. Temperance was a delicate wench. 
Sebastian. Ay, and a subtle, as he most learnedly delivered. 
Adrian. The air breathes upon us here most sweetly. 
Sebastian. As if it had lungs, and rotten ones. 
Antonio. Or, as ’twere perfumed by a fen. 
Gonzalo. Here is everything advantageous to life. 
Antonio. True, save means to live. 
Sebastian. Of that there’s none, or little. 
Gonzalo. How lush and lusty the grass looks! How green! 
Antonio. The ground indeed is tawny. 
Sebastian. With an eye of green in’t. 
… 
Gonzalo. But the rarity of it is, which is indeed almost beyond credit – 

(Act II, Scene i, lines 37-57; 60)90 
 

The conjunctions “though,” with which the above conversation opens, and “yet,” 

which is used twice, almost immediately imbue the island with the quality of 

contradiction and ambivalence. The first attributes of the island are voiced by 

Adrian, who dubs the island “desert,” i.e., deserted, “uninhabitable” and 

“inaccessible,” all qualities associated with femininity. Sebastian and Antonio are 

adamant at undertaking Adrian’s idealistic image of the island, i.e., that it is subtle, 

                                                
88 For further discussion on the issue, see Camille Paglia, op. cit. 
89 Adrian is a member of Alonso’s court with very brief lines in Act II, Scene i and Act III, 
Scene iii. 
90 My emphasis. 
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tender and delicate; therefore, Antonio puns on Adrian’s use of the word 

“temperance” to describe the island, using it instead as a proper name for a 

“wench,” who is “delicate,” suggesting sensual overindulgence at the beginning of 

the seventeenth century. The yoking together of the words “temperance” and 

“wench” once again introduces the theme of control over women. In the figuration of 

the island as a delicate and subtle wench, what is observed is a 

 
 
symbolic struggle between Gonzalo/Adrian and Antonio/Sebastian to control the 
island through naming it (and we remember here that a crucial part of the 
Western imperialist project was to rename the peoples and places being 
conquered), what is at stake is first of all the proper meaning of a set of terms 
(wench, delicate, and subtle), which, due to the conflict, are torn away from any 
proper meaning, remaining in translation between the two factions, and 
reminding us that the inescapable process of politics is precisely a struggle for 
the control of meaning in which we are confronted with the foreignness of our 
own age.91 
 

Each figure goes on to impose upon the island their own perceptions of it, which 

imbues the island with a degree of unknowability, mutability or variability: whilst 

Adrian perceives sweet air: “The air breathes upon us here most sweetly,” Antonio, 

on the other hand, says: “Or, as ’twere perfumed by a fen.” The mention of the word 

“fen,” i.e., smelly marshland, once again reminds us of the presence of the primal 

womb. Gonzalo is amazed at how “Here is everything advantageous to life… / How 

lush and lusty the grass looks! How green!” so much so that Sebastian grouses 

about Gonzalo: “I think he will carry this island home in his pocket, and give it his 

son for an apple” (Act II, Scene i, lines 91-92). Considering that the words “lush” and 

“lusty” connote sensuality and passion, and that how the colour “green” evokes 

health thus fertility, compounded by the fact that lush grass, i.e., juicy and succulent, 

also corresponds to the idea of the primal womb, the feminine attributes of the island 

can further be recognised. Antonio ‘sees’ the ground as “tawny,” and Sebastian 

‘sees’ a slight shade or tinge of green to that colour: “With an eye of green in’t,” 

which underscores the idea of the earth as “a mother of ever-changing costume, 

green to brown and back.”92 The colour “tawny” is linked to yellowish brown, 

connoting barrenness, whilst “green” connotes fertility, also reminding us of another 

                                                
91 Eric Cheyfitz, op. cit., p. 72, original emphasis. 
92 Camille Paglia, op. cit., p. 91. 
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line from the play alluding to these opposing qualities of the island: “fresh springs, 

brine pits, barren place and fertile” (Act I, Scene ii, line 339).93 Emptiness and 

barrenness are usually pit against the maternal; however, in the play barrenness 

and fertility remain simultaneous, which points to a vision of the female power as 

both productive and blocking to the ‘flourishment’ of masculine dominance. On the 

whole, Gonzalo, Adrian, Antonio and Sebastian 

 
 
describe it as if it were two islands, which they figure as two stereotypes of 
women, the nurturing and the deceiving, the fertile (sexually open) and the 
barren (sexually scheming), the natural, sweet-smelling mother and the whore, 
stinking with the disguise of cosmetics.94 
 

The island is, then, not ‘either/or’ but ‘both/and’ or ‘neither/nor’, and all this liminality 

and plurality the island is stamped with points to the fact that the island has in itself a 

wide margin of ambivalence: 

 
 
certainly it is bitter, certainly it is of rock, but also docile sand and mountains 
and trees and vegetation and desert all at once, rich in water, animals, and 
sounds, and at any time any of these might appear and appear as they shall, 
awful and sweet, punitive and pleasing and pacifying from moment to moment 
and maybe according to the capacity of “discovery” of each person who comes 
there and stays, whether by divine providence or by the strangest of 
coincidences.95 
 

This doubleness of the island is also apparent in its meandering between a space of 

fantasy versus one of power: 

 
 
[The island] seems to be an image of the place of pure fantasy, set apart form 
surrounding discourses; and it seems to be an image of the place of power, the 
place in which all individual discourses are organized by the half-invisible ruler. 
By extension art is a well-demarcated, marginal, private sphere, the realm of 
insight, pleasure, and isolation; and art is a capricious, public sphere, the realm 
of proper political order made possible through mind control, coercion, 

                                                
93 My emphasis. 
94 Eric Cheyfitz, op. cit., pp. 67-68. 
95 Giorgio Strehler, op. cit., p. 8. 
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discipline, anxiety, and pardon. The aesthetic space… is constituted by the 
simultaneous appropriation of and swerving from the discourse of power.96 
 

With “some subtleties o’th’ isle that will not let you / Believe things certain” (Act V, 

Scene i, lines 124-25) in the words of Prospero, the island is accorded with the 

attributes of uncertainty, unknowability or changeability, which further turns it into a 

female space, for, within the dynamics of patriarchy, the female is designated as 

“dangerous, treacherous, emotional, inconstant, wild, threatening, fickle, sexually 

aberrant, irrational, near animal, lascivious, disruptive, evil, unpredictable”97 since 

“their mercurial inconstancy of mind resembles the ever-altering phases of the 

feminine moon, ruler of women’s lives.”98 

In order to withstand the challenges the island is replete with, Prospero 

suggestively finds shelter in a cave. In his influential book entitled The Poetics of 

Space, Gaston Bachelard establishes that “all really inhabited space bears the 

essence of the notion of home,”99 which is, for him, a domain of intimacy in which 

the subject feels safe, for human beings, he suggests, live most intimately in 

enclosures, in “felicitous” spaces that make them feel safe. He propounds that “our 

house is our corner of the world. As has often been said, it is our first universe, a 

real cosmos in every sense of the word.”100 For Bachelard, a house is not only a 

physical place but a psychological one: also a shelter for daydreaming. As he puts it: 

 
 
Through dreams, the various dwelling-places in our lives co-penetrate and 
retain the treasures of former days. And after we are in the new house, when 
memories of other places we have lived in come back to us, we travel to the 
land of Motionless Childhood, motionless the way all Immemorial things are… 
We comfort ourselves by reliving memories of protection. Something closed 
must retain our memories, while leaving them their original value as images. 
Memories of the outside world will never have the same tonality as those of 
home and, by recalling these memories, we add to our store of dreams… the 
house shelters daydreaming, the house protects the dreamer, the house allows 
one to dream in peace… the places in which we have experienced 
daydreaming reconstitute themselves in a new daydream, and it is because our 

                                                
96 Stephen Greenblatt, “The Use of Salutary Anxiety in The Tempest,” The Tempest, Ed. by 
Robert Langbaum, Signet Classics, 1998, pp. 156-90, p. 174. 
97 Helen Carr, loc. cit. 
98 Camille Paglia, op. cit., p. 207. 
99 Gaston Bachelard, The Poetics of Space: The Classic Look at How We Experience 
Intimate Places, Trans. by Maria Jolas, Boston, Beacon Press, 1994, p. 5. 
100 Ibid., p. 4. 
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memories of former dwelling-places are relived as daydreams that these 
dwelling-places of the past remain in us for all time.101 
 

Bachelard adds that “in our daydreams, the house is a large cradle… Life begins 

well, it begins enclosed, protected, all warm in the bosom of the house.”102 He thus 

accounts for, in fact, the maternal features of a house. Also being an ‘enclosure’ with 

a ‘mouth’, the cave in which Prospero finds shelter saliently emblematises the 

female womb, i.e., the first house, a dark female space which is the place of female 

power, in addition to being a liminal space. Given that the cave topos is construed 

as one’s wish to retreat to the womb to find shelter: “[t]he retreat to the cave is 

primal; the cave is refuge, shelter. Going into it is returning to the womb, negating 

birth,”103 this could be read as Prospero’s unconscious wish or need to have an 

‘encounter’ with his mother. With its curved shape, the cave is also an extension of 

Irigaray’s metaphor of a speculum,104 which is associated with a feminine form of 

representation as opposed to the mirror effect of the symbolic order which projects a 

self-reflective image of the fullness and presence of masculine identity: 

 
 
All water must become a mirror, all seas, a glass. Otherwise he will have to get 
around them from behind. Enclosing their chasms with a girdle that fastens at 
the back: the sewing up of a hole through which the ‘subject’ ensures a re-birth 
in matter pure and simple, which the form of spirit of the Father will already 
have modelled, will model, in accordance with his logic.105 
 

The speculum, on the other hand, produces a deforming image that reverses the 

narcissistic reflections of phallocentric discourse, and its shape “accords with the 

inner specificity of the female body, figuring a mode of a self-representation founded 

                                                
101 Ibid., pp. 5-6. 
102 Ibid., p. 7. 
103 “cave,” Hans Biedermann, op. cit., p. 62. 
104 In surgery, speculum refers to a concave mirror for examining the internal cavities of the 
body. Playing on the idea of the mirror, Irigaray points out that Lacan’s mirror can only see 
women’s bodies as lacking, as a “hole”; to see what is specific to women, he would have 
needed a mirror that could look inside, a speculum, that is. Speculum reflects the image 
upside-down, thus radically exposing the image and self, signifier and signified are not one. 
Second, it is an intimate mirror that touches the objects it examines, unlike the patriarchal 
mirror which entails distance and perspective. Irigaray proposes the speculum as an 
alternative mirror of intimate embrace with many meanings. 
105 Luce Irigaray, 1995, op. cit., p. 64. 



 70

on the intimacy of touch, not a distancing projected mirror image.”106 The 

implications allotted to the cave, then, ironically put in jeopardy Prospero’s attempts 

at denying the female representation, i.e., at excising them from his sphere of 

dominance and discourse. 

Prospero’s reaction to this female space is initiated the moment he calls the 

cave a “cell.”107 Given its implications of order, control and possession,108 also 

evident in Prospero’s words: “master of a full poor cell” (Act I, Scene ii, line 20), “In 

mine own cell” (Act I, Scene ii, line 348), “my cell,”109 “This cell’s my court” (Act V, 

Scene i, line 166), “my poor cell” (Act V, Scene i, line 302), but never “our cell” much 

as he shares it with his daughter, Prospero’s attempt to ‘prune’ and ‘tame’ the ‘wild’ 

‘nature’ of the female space and turn it into an exclusively masculine domain is self-

evident in the very embodiment of the word “cell.” This is further substantiated by 

the fact that he introduces ‘culture’ or ‘civilisation’, i.e., patriarchal order, into the 

“cell” he presides over, namely, clothing, utensils and books, which he places 

‘neatly’: “Come, hang them on this line” (Act IV, Scene i, line 193). On a deeper 

level, this ‘taming’ process, then, displays Prospero’s attempts to turn the cave into 

a ‘house’ with its implications of ‘order’ and to stage an exclusively masculine 

representation, which he fails to achieve.  

Outside the cave, says Ariel, there is a “line grove which weather-fends your 

[Prospero’s] cell” (Act V, Scene i, line 10). The linden grove is thus meant to protect 

his ‘house’ from the wind, i.e., rigours, coming from ‘outside’ the social order of the 

“cell.” Unlike the forest, which symbolises a totally ‘untamed’ Nature, the grove is 

spacially limited and is at least one step nearer to ‘controlled’ or ‘cultivated’ Nature. 

Nevertheless, the linden grove, too, belongs ‘outside’, that is, it is exempt in part 

from the exclusively masculine parameters that Prospero has been struggling to 

establish ‘inside’. That “the linden is a symbol of fragility”110 duly attests to the 

fragility of his ‘order’, i.e., his claim to absolute authority over what is, in fact, a 

female space. 

                                                
106 Pam Morris, Literature and Feminism: An Introduction, Oxford and Cambridge, 
Blackwell, 1993, p. 128.  
107 It is repeated in I.ii.20; 39; 348; IV.i.161; V.i.10; 84; V.i.292; V.i.302. 
108 In their notes to The Tempest, Vaughan and Vaughan stress the fact that the word ‘cell’ 
did not have the connotations of ‘imprisonment’ during Shakespeare’s time. 
109 It appears in three places: IV.i.161; V.i.84; V.i.292. 
110 “linden,” Hans Biedermann, op. cit., p. 208. 
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The reasoning that Prospero must have fewer books after his arrival on the 

island than when he was in his library foreshadows the fact that his power is yet to 

be undermined on the island however much he strives to inscribe his absolute 

authority on it. Another sign attesting to the waning of his power is the poor condition 

of Prospero’s clothes,111 as propounded by Giorgio Strehler: 

 
 
over a threadbare cassock he wears a very old and strange robe, torn in 
places, with magic signs picked out in gold and silver, but in extreme 
disrepair; a code of magic symbols going to pieces, remains of memory, old 
symbols of waning power, which the young girl nevertheless takes from her 
father’s shoulders; in obedience to his order, with great respect and with ritual 
movements, she folds it and places it back into the chest.112 
 

Twelve years have passed since his arrival on the island, and now he is an 

impoverished man in worn-out clothes, and his once ‘gorgeous’ magic robe has 

been worn away most probably due to the rigours of the island. Taking into account 

the metaphorical congruity between ‘text’ and ‘textile’,113 the robe could be 

construed as a patriarchal text; therefore, the poor condition of his robe signals the 

fact that his power is undermined by the power of matriarchal texts as symbolised, in 

this context, by the ‘natural’ forces of rain and wind. The above quotation also 

encapsulates the ambivalent relationship between Prospero and Miranda, who is a 

docile girl on the surface but is also one who mounts resistance to her father in 

various ways, which is elaborated in the next section. For one thing, however, the 

fact that Miranda folds the robe and places it back into the chest as Prospero orders 

points to her submissiveness to the patriarchal order he has been struggling to 

establish in the “cell.” Considering that the chest is an enclosed space, this can also 

be construed as a simultaneously undermining act, that is, the fact that Miranda has 

                                                
111 During the course of the play, Prospero puts on his robe when he is carrying out his 
magic and puts it off when he is finished. It must be noted that “[t]he actions of putting 
clothing on and putting it off constitute another major motif” in the Bible; “[i]ts significance can 
be physical, economic, social, moral or spiritual. The imagery of investing and divesting a 
person of clothing is usually symbolic of larger issues. The function of clothing, moreover, is 
multiple: clothing can protect, conceal, display or represent a person’s current state and can 
be symbolic of moral and spiritual qualities. The fact that garments wear out is also 
important,” (“garments,” Dictionary of Biblical Imagery, op. cit., pp. 319; 317). For more 
information on the issue, see Ibid., pp. 317-20. 
112 Giorgio Strehler, op. cit., p. 3, my emphasis. 
113 ‘Text’ is from “L. texere, textum ‘to weave’, ‘woven,’” (“text,” J. A. Cuddon, Dictionary of 
Literary Terms and Literary Theory, Harmondsworth, Penguin, 1992, p. 963). 
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put it into an enclosed space symbolically entails lessening or minimising the effects 

of its power, as weel as the robe/text’s need for a ‘womb’ to survive. 

 
 
 

1.4. O Brave Miranda 

 
 

Miranda is fifteen years old when the play opens, thereby undergoing what 

Victor Turner would call a transitional period. From the point of view of Prospero, 

during this transitional, or liminal, state, Miranda needs to be prepared for her new 

role as a wife so that she may become what her culture views as an ideal woman. 

The spectacle of the tempest in Act I thus provides the opportunity for Prospero to 

launch his ‘education’ of Miranda. Witnessing what Prospero designates as “the 

direful spectacle of the wreck” (Act I, Scene ii, line 26), which suggests that the 

tempest with which the play opens is also a visual chaos as aforementioned, from 

the shores of the island, i.e., from the dividing line between the ‘old’ and the ‘new’ 

world she has yet to encounter, Miranda is extremely overwhelmed, and guessing 

correctly that it is her father who has orchestrated the tempest, she runs to him to 

beg for the lives of the shipwrecked victims. From Prospero’s vantage point, what is 

strikingly juxtaposed in the tempest scene is Miranda’s lack of control, vulnerability 

and helplessness, and his assertion of control thanks to that “spectacle,”114 i.e., 

theatrical display or pageant, staged by himself. It is only fitting, then, that Prospero 

supposes he has displayed enough of his patriarchal power, and he decides that it is 

time for Miranda’s education about her past, for his instructing Miranda “of what thou 

art” (Act I, Scene ii, line 18), that is, for revealing Miranda her identity, albeit briefly, 

according to his point of view.115 That is why he says, “The hour’s now come; / The 

                                                
114 It is a devise that exclusively belongs to visual arts. 
115 Northrop Frye relates the timing of Prospero to the meaning of the title of the play: “The 
Tempest is more haunted by the passing of time than any other play I know: I suspect that 
even its name is the Latin tempestas, meaning time as well as tempest, like its French 
descendant temps, which means both time and weather. This is partly because Prospero, as 
a magin, has to be a close watcher of time: his knowledge of the stars tells him when it’s 
time to tell Miranda about her past… and he also says to Miranda that his lucky star is in the 
ascendant, and unless he acts now he’s lost his chance forever. All through the play he 
keeps reminding Ariel of the time, and Ariel himself, of course, is longing for his freedom, 
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very minute bids thee ope thine ear” (Act I, Scene ii, line 37), whose wording also 

has sexual connotations. As Miranda discloses that Prospero would shun her 

questions before: 

 
 
You have often begun to tell me what I am, but stopped 
And left me to a bootless inquisition, 
Concluding, ‘Stay, not yet’, 

(Act I, Scene ii, lines 34-36) 
 

it is apparent that he has been waiting for such a suitable moment since he may 

believe that “this revelation [of her identity] can be meaningful only in the wake of 

the amazement and pity he artfully arouses”116 in Miranda, which points to at least a 

shadow of awareness of the fragility of his claim to absolute authority. Prospero 

asks her, “Canst thou remember / A time before we came unto this cell?” (Act I, 

Scene ii, lines 38-39) and hastily continues by wrongly guessing, “I do not think thou 

canst, for then thou wast not / Out three years old” (Act I, Scene ii, lines 39-40), 

apparently in the expectation that Miranda will not recall anything or anyone from 

her early childhood. Contrary to Prospero’s expectations, however, Miranda’s 

memory serves her well: “Certainly, sir, I can” (Act I, Scene ii, line 41). Surprised, 

Prospero asks, “By what? By any other house or person?” (Act I, Scene ii, line 

42)117 The word “house” is especially significant with its connotations of women’s 

symbolic representation, and the lack thereof. Considering that the Symbolic is a 

male-dominated order, women, according to Irigaray, are akin to “ghosts” who live in 

“dereliction,” i.e., they are “exiled in the masculine, paternal world,”118 in this “prison-

house of language,” as worded by Fredric Jameson, where their realities are 

attempted at being denied and destroyed; hence the designation of the patriarchal 

symbolic order as death-oriented by Cixous: “For as soon as we exist, we are born 

into language and language speaks (to) us, dictates its law, a law of death.”119 The 

kind of house women need, on the other hand, is a symbolic one such as 

                                                                                                                                     
even ‘before the time be out,’” (Northrop Frye, On Shakespeare, Ed. by Robert Sandler, 
New Haven and London, Yale University Press, 1986, p. 178). 
116 Stephen Greenblatt, 1998, op. cit., p. 157. 
117 My emphasis. 
118 Luce Irigaray, 1995, op. cit., pp. 105-06. For more discussion on the issue, see “The limits 
of the transference,” Ibid., pp. 105-17. 
119 Hélène Cixous, 1981, op. cit., p. 45. 
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representation or imagery; therefore, to withstand this ‘death’ or ‘silence’, the 

relationship with the mother must be brought out of silence and into representation, 

contends Irigaray. It is within this context that Miranda’s reply to Prospero’s query 

gains further significance, for it is women that she recovers from the depths of her 

memory: “’Tis far off,” Miranda replies, 

 
 
And rather like a dream than an assurance 
That my remembrance warrants. Had I not 
Four or five women once, that tended me? 
                          (Act I, Scene ii, lines 44-47)120 
 

This answer comes as a shock to Prospero, who has been mentoring Miranda since 

their arrival on the island, claiming “here / Have I, thy schoolmaster, made thee 

more profit / Than other princes can” (Act I, Scene ii, lines 171-73). The mere 

attempt to retrieve women from her memory by Miranda, who inhabits this “prison-

house of language” serves to undermine Prospero’s desperate attempts to instil on 

the island his absolute authority and dominance to the point of thoroughly banishing 

femininity, for it mainly discloses what has been thus far suppressed in Prospero’s 

account of their past settling for a casual and brief “Here in this island we arriv’d” 

(Act I, Scene ii, line 171): the female narrative, which apparently poses an 

alternative to what is in fact his version of the story, one that he endeavours to 

impose as the history. As Susan Barton in Foe asserts, “what you know of your 

parentage comes to you in the form of stories, and the stories have but a single 

source,”121 and it is Prospero the patriarch that endeavours to be the source of 

history in the play. Prospero, therefore, wonders, 

 
 
But how is it 
That this lives in thy mind? What seest thou else 
In the dark backward and abysm of time? 
   (Act I, Scene ii, lines 48-50)122 
 

                                                
120 My emphasis. 
121 J. M. Coetzee, Foe, London, Penguin, 1987, p. 91. 
122 My emphasis. 
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This makes it abundantly clear that the primary aim of this ‘education’ provided by 

Prospero is to turn Miranda’s memory into a “dark backward and abysm of time” 

which is expected to no longer host any space for women, not even a mother, 

thereby denying a genealogy of women within her family, for in the abyss, 

 
 
in the darkness, the subterranean resource is mother; she who moves on the 
surface of the earth, in the light, is daughter. She becomes woman if she can 
unite within her the most secret energies that lie deepest in her body-womb, 
with life in the broad light of day. Then, an alliance no longer means being 
drawn into an abyss, but an encounter in the blossoming of a new 
generation.123 
 

The words “abysm” or “darkness” linked with female memory constitute another 

allusion to the parable of the cave and Prospero’s attempts to ‘tame’ that female 

space since the cave, being a dark space, symbolises, for Adrienne Rich, among 

others, “the cratered night of female memory” into which a woman must make a 

journey “to revitalize the darkness, to retrieve what has been lost, to regenerate, 

reconceive, and give birth.”124 Within this context, the past is, then, a female realm. 

Miranda can only remember other women but not her mother, which entails 

the early death of her mother, that is, Miranda’s early detachment from her, attesting 

to the fact that what has been lost in the darkness is her mother. Nevertheless, in 

the very embodiment of Miranda’s reply, the mother who nourishes significantly 

‘fragments’ into “four or five women.” Miranda thus accomplishes this recovery, 

albeit in part, despite Prospero’s attempts to ‘tame’ her memory. Notwithstanding 

Prospero’s evasive answers, this and other assertive queries by Miranda which 

Carol Gilligan opportunely paraphrases as “Why all the suffering?” and “Where are 

the women?”125 symbolise Miranda’s acknowledgement of and desire for a female 

continuity and companionship outside the sphere of male desire that pervades the 

                                                
123 Luce Irigaray, 1995, op. cit., p. 109. 
124 Adrienne Rich, “Re-Forming the Crystal,” Poems: Selected and New, 1950-1974, New 
York, W. W. Norton, 1978, p. 228, quoted in Sandra M. Gilbert and Susan Gubar, op. cit., p. 
99. 
125 Carol Gilligan, “Teaching Shakespeare’s Sister,” Making Connections: The relational 
worlds of adolescent girls at Emma Willard School, Ed. by Carol Gilligan, Nona Lyons 
and Trudy Hammer, Cambridge, Harvard University Press, 1990, pp. 6-29, 
http://www.haverford.edu/psych/ddavis/psych214/gilligan.shakespeare.html, retrieved on 5 
November 2007. 
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island, attempting to override that of the female. Miranda’s attempts to situate 

herself within a genealogy of women is, for Irigaray, something a woman needs to 

do “so as to conquer and keep [her] identity”126 because when 

 
 
the little girl must give up her love of and for her mother, her desire of and for 
her mother so as to enter into the desire of/for the father, it subordinates woman 
to a normative hetero-sexuality, normal in our societies, but completely 
pathogenic and pathological. Neither little girl nor woman must give up love for 
their mother. Doing so uproots them from their identity, their subjectivity.127 
 

That Miranda can only distantly recall other women does not suffice to cure her 

isolation, coupled with the fact that Prospero brushes aside her questions about her 

mother, which she accentuates by reproaching, “I do not know / One of my sex, no 

woman’s face remember – / Save, from my glass, mine own” (Act III, Scene i, lines 

48-52).128 Miranda is denied a “face-to-face encounter”129 with her mother or other 

women, and this feeling of isolation could well be explained through the formulation 

of Irigaray: 

 
 
The Oedipus complex states the law of the non-return of the daughter to the 
mother, except in the doing like [faire comme] of motherhood. It cuts her off 
from her beginnings, her conception, her genesis, her birth, her childhood. 
According to the norm, all that remains to her for her journey is half of herself: 
that [celle] which is not her, but of which only that [ça: id] remains for her to 
love. Divided in two by the Oedipus complex (and henceforth situated between 
two men, father and lover?), exiled in the masculine, paternal world. Wandering, 
a supplicant in relation to values she could not appropriate for herself. By that 
criterion, she could be the only one to desire, but she would desire in lack or a 
dereliction that dispossesses the father himself of his possible plenitude, as the 
fulfilment of desire can only take place in an attraction that preserves the path of 
the becoming of the desire of both. According to Freud, this becoming woman is 
never finished… It lacks a beginning and an end, roots and efflorescence, all 
memory of the event of their incarnation, all anticipation and blooming.130 
 

The metaphorical exile of Miranda replicates the literal exile of Prospero on the 

island and now that of the court party. What is also significant here is Miranda’s 

                                                
126 Luce Irigaray, 1995, op. cit., p. 44. 
127 Ibid. 
128 My emphasis. 
129 Luce Irigaray, 1995, op. cit., p. 111. 
130 Ibid., pp. 105-06, original emphasis. 
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emphasis on the fact that she remembers her own reflection in the mirror. This is 

reminiscent of how Eve in Paradise Lost sees her reflection in the lake, which pulls 

her out of her reliance on Adam to appreciate her beauty, thus importance, and 

brings her back into direct contact with nature. This saves her from being merely 

Adam’s object of desire and makes her an independent entity capable of 

participating in a reciprocal exchange of desirous looks and reflections with nature. 

Therefore, although women – including Eve or Miranda – are the prisoners of the 

mirror, i.e., the text’s ‘images’, they also have an invincible sense of their own 

autonomy. They “themselves have the power to create themselves as characters, 

even perhaps the power to reach toward the woman trapped on the other side of the 

mirror/text and help her to climb out.”131 

Reverting to Prospero’s motive in educating Miranda about her past, it is 

observed that the timing of the tempest in the opening scene also relates to it. 

Twelve years have passed since Miranda’s symbolical second birth on the island 

that was attempted to be in her father’s image. Miranda has now come of age; she 

is a 15-year-old adolescent on the verge of ‘being born again’: and this time she is to 

be born as a woman: there is no escaping it either for Prospero or Miranda. 

Therefore, Prospero must now grapple with her femininity, that is, he must 

successfully harness her sexuality, i.e., fertility and/or chastity, so that she will 

abstain from turning into an “unstanched wench,” as the metaphor goes. Miranda 

must be further ‘educated’ by Prospero and told that she is royal so that she will 

know her responsibilities and will not harbour feelings for Caliban, a 24-year-old 

young man on the island,132 but get married ‘successfully’ to Ferdinand, heir to the 

King of Naples now stranded on the island. Feminist Shakespearean scholar Lorie 

Jerrell Leininger states that Prospero’s plans to secure his own succession and 

dukedom are contingent upon this since Miranda “need only be chaste – to exist as 

a walking emblem of chastity”133 to be able to get married. This marriage is intended 

to be within a patriarchal libidinal economy of what Irigaray describes, by her pun, 

                                                
131 Sandra M. Gilbert and Susan Gubar, op. cit., p. 16. 
132 Vaughan and Vaughan calculate Caliban’s age based on the following clues: “Sycorax 
was pregnant with Caliban when she arrived at the island; sometime after, she pinioned Ariel 
in a tree, where he was confined for twelve years before Prospero arrived and set him free, 
which in turn was twelve years before the play’s action begins,” (op. cit., p. 34). 
133 Lorie Jerrell Leininger, “The Miranda Trap: Sexism and Racism in Shakespeare’s 
Tempest,” The Woman’s Part: Feminist Criticism of Shakespeare, op. cit., pp. 285-94, p. 
291. 
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as “hom(m)osexualité,”134 or a masculine homosexual economy, one in which all 

exchange is an issue of men’s desire to exchange. The word ‘chastity’ also 

connotes Prospero’s aim to keep her memory chaste, i.e., his aim to make her 

forget other women, thereby preventing the ‘penetration’ of women into her memory 

and keep it a ‘pristine’ arena reserved only for the workings of patriarchal 

discourses. 

A few lines later, Prospero establishes the legitimacy of Miranda, which 

apparently derives from her mother’s ‘word’, i.e., what “She said,” and this is where 

the mother’s significance lies. What is also striking in the quotation below is 

Prospero’s mention of himself in the third person, which attests to his struggle to 

remain detached from the story he is telling as if he must prove to Miranda the 

‘objectivity’ of himself and his story: 

 
 
Thy mother was a piece of virtue, and 
She said thou wast my daughter; and thy father 
was Duke of Milan; and his only heir 
And princess: no worse issued. 

(Act I, Scene ii, lines 55-59)135 
 

This is the only moment when Prospero’s wife is alluded to in the play, and her 

name is not even mentioned once, which illustrates how Prospero endeavours to 

keep his wife ‘off-stage’ to make Miranda forget her. Nevertheless, now he himself 

feels the need to remind Miranda of her mother so that he can establish Miranda’s 

legitimacy, upon which his scheme to take his dukedom back depends so tightly. His 

wife’s function, then, seems to be such a significant one since, apparently, the mere 

information that he himself was once a Duke does not suffice. It is also the mother 

who legitimises his dukedom by substantiating it with her ‘word’: “She said.” Soon 

after Miranda demonstrates that she is aware of the mother’s function, which is to 

provide a legitimate succession, when she comments on the wickedness of 

Prospero’s brother, thereby ‘evoking’ another female ‘ghost’, i.e., Prospero’s own 

mother: 

                                                
134 Luce Irigaray, This Sex Which is Not One, Trans. by Catherine Porter and Carolyn 
Burke, Ithaca, Cornell University Press, 1985, p. 168. 
135 My emphasis. 
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Prospero. Mark his condition and th’event, then tell me 
 If this might be a brother. 
Miranda.    I should sin 
 To think but nobly of my grandmother; 
 Good wombs have borne bad sons. 
   (Act I, Scene ii, lines 117-19)136 
 

Miranda does not accept the possibility that her grandmother committed adultery; 

however, she proposes that even good mothers can produce bad children. Parallel 

to Prospero’s words “no worse issued” in the quotation above, she also introduces 

the notion of the woman as a threat to patriarchy with her potential to issue bad off-

spring, which engenders fear in men due to its connotations of unknowability and 

uncertainty. Much as Miranda is talking about only one son, i.e., her uncle, she 

significantly makes an implied generalisation about mothers and their sons. Since 

the context is her grandmother, the plural “bad sons” also extends to Prospero, 

thereby bracketing together the ‘wicked’ son, Antonio, with the ‘good’ son, Prospero. 

This serves to suggest that Miranda has doubts on the latter’s ‘goodness’, inviting, in 

turn, the implied reader to contest it. 

Despite her physical absence and her reduction to “a piece” by Prospero, 

Miranda’s mother, “the unacknowledged foundation of the social order,”137 is, in fact, 

the lynchpin of Prospero’s scheme, in which Miranda occupies a central role both 

because it is only through Miranda, his “sexual bait,”138 that he can extend his line 

and secure his patriarchy, and because she acts as a ground for the legitimation of 

and justification for most of his actions: from the very beginning, Prospero 

establishes that Miranda is “a third of mine own life, / Or that for which I live” (Act IV, 

Scene i, lines 3-4); and that he has started the tempest “but in care of thee, / Of 

thee, my dear one, thee my daughter” (Act I, Scene ii, line 16), where his repetition 

of “my” accentuates Prospero’s vision of Miranda as his possession and that of 

“thee” her centrality to his plans. 

Miranda is, on the surface, portrayed as a woman subjugated by the 

regulatory discourses of patriarchy that subjugate the female body. In a moment in 

the text, Prospero responds angrily to Miranda’s defence of Ferdinand, saying 

                                                
136 My emphasis. 
137 Luce Irigaray, 1995, op. cit., p. 25. 
138 Lorie Jerrell Leininger, op. cit., p. 289. 
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“What! I say, / My foot my tutor?” (Act I, Scene ii, lines 471-72) It lays bare the fact 

that for Prospero, Miranda is a foot in the family structure in which the controlling 

head is himself. She is sheltered and “has no way out of the cycle of being a 

dependent foot in need of protection, placed in a threatening situation which in turn 

calls for more protection, and thus increased dependence and increased 

subservience.”139 

As suits the role attributed to her by the patriarchal dynamics of the play, i.e., 

a woman in the centre of a political and sexual male plot, Miranda possesses 

idealised features, pointing to the submissiveness expected from her within the 

patriarchal economies of the text, and she is thus canonised as the ‘rational’ object 

of desire because she is submissive and ‘white’. Miranda’s chastity apparently has a 

quasi-mystical power in the play, which is most apparent when Ferdinand mistakes 

her for a “goddess / On whom these airs attend!” (Act I, Scene ii, line 423) when 

they first catch sight of each other. She swears “by my modesty, / The jewel in my 

dower” (Act III, Scene i, lines 53-54), which refers to her virginity, the most precious 

gift she will bring as dowry to her husband when she gets married. This is why 

Ferdinand emphasises it: “O, if a virgin, / And your affection not gone forth, I’ll 

make you / The Queen of Naples” (Act I, Scene ii, lines 448-49).140 Miranda is also 

“a symbol of fertility:”141 it is Miranda’s literal fertility which will permit Prospero’s 

issue i.e., his grandchildren, to “become kings of Naples,” as resonates in the words 

of Gonzalo: “Was Milan [Prospero] thrust from Milan that his issue / Should become 

kings of Naples?” (Act V, Scene i, lines 205-06) Another instance substantiating 

Miranda’s position as a symbol of fertility in the eyes of others is when Stephano, 

Alonso’s butler, asks Caliban about Miranda, “Is it so brave a lass?” Caliban 

answers: “Ay, lord. She will become thy bed, I warrant, / And bring thee forth brave 

brood” (Act III, Scene ii, lines 103-05). 

Nevertheless, the key exchange in the opening scene between Miranda and 

Prospero, to begin with, substantiates that she is, in fact, an ambivalent character in 

terms of her relationship with patriarchal discourses represented by her father. 

During the opening conversation, as elsewhere, Prospero’s relationship with 

                                                
139 Ibid., p. 286. 
140 My emphasis. 
141 E. M. W. Tillyard, “The Tragic Pattern: The Tempest,” The Tempest, 1998, op. cit., pp. 
119-27, p. 126. 
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Miranda has an authoritarian stance, and he constantly interrupts her by warning 

her: “ope thine ear. / Obey, and be attentive” (Act I, Scene i, line 38); “Dost thou 

attend me?” (Act I, Scene ii, line 78) “Thou attend’st not!” (Act I, Scene ii, line 87) 

“Dost thou hear?” (Act I, Scene ii, line 106) These constant urgings of Prospero to 

make his daughter listen imply, on the one hand, that she is not listening to her 

father as intently as she is supposed to do. However, her questions while Prospero 

is recounting the story of their past such as “What foul had we, that we came from 

thence?” (Act I, Scene ii, line 60) or “Wherefore did they not / That hour destroy us?” 

(Act I, Scene ii, lines 138-39) reveal something else: “Miranda appears not only 

alert, but also attuned to the political nuances of Prospero’s description of their past 

as she punctuates her father’s narrative with perceptive questions.”142 Miranda’s 

persistent questioning might be read as a subtle form of challenge to Prospero’s 

authority, for, as John Robinson notes in his Observations Divine and Morall, “it is 

a kind of impeachment of Authoritie, to examine the Reasons of Things.”143 It would 

be appropriate to note hereby Chantal Zabus’ proposition about the meaning of 

Miranda: “In the Latin sense, she is strange and wonderful but in the Spanish 

meaning, she is ‘the seeing one,’ an active agent of her own vision.”144 

According to Octave Mannoni, “[w]henever his absolute authority is 

threatened, and however slight the threat, Prospero – our aspirant to wisdom – 

always becomes impatient and almost neurotically touchy.”145 Accordingly, that 

Prospero uses repetitions whilst recounting their arrival on the island once Miranda 

starts asking her questions: “Twelve year since, Miranda, twelve year since” (Act I, 

Scene ii, line 53), bespeaks his growing agitation most probably upon remembering 

his betrayal by his brother but also upon what Miranda’s perceptive questions entail: 

she questions his authority at times to the point of blaming him. As when she runs to 

her father and demands of him, “If by your art, my dearest father, you have / Put the 

wild waters in this roar, allay them” (Act I, Scene ii, lines 1-2), she is, on the one 

hand, blaming him for murder: “Poor souls, they perished” (Act I, Scene ii, line 9), 

whilst her demands that he calm the seas may underscore her awareness of the 

                                                
142 Jessica Slights, op. cit., p. 368. 
143 John Robinson, Observations Divine and Morall, for the furthering of knowledge and 
virtue, London, 1625, p. 65, quoted in Jessica Slights, “Rape and Romanticization in 
Shakespeare’s Miranda,” SEL 41, 2, Spring 2001, pp. 357-79, p. 368. 
144 Chantal Zabus, 2002, op. cit., p. 104. 
145 Octave Mannoni, “Prospero and Caliban: The Psychology of Colonization” reprinted in 
The Tempest, 1999, op. cit., p. 338. 
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extent of Prospero’s abilities, on the other. Nevertheless, “as her speech continues, 

she grants herself an equal or even superior power to control the cosmos:”146 

 
 
Had I been any god of power, I would 
Have sunk the sea within the earth or ere 
It should the good ship so have swallow’d, and 
The fraughting souls within her. 

(Act I, Scene ii, lines 10-13) 
 

Although it must be acknowledged that she uses a masculine discourse, what is 

more striking here is that whereas Prospero once describes himself as a “prince of 

power” (Act I, Scene ii, line 55), Miranda imagines herself as a “god of power” and 

claims the ability to command nature and save lives. It is thus apparent that Miranda 

is alive to the “operation of magical power on the island and ambitious for a 

compassionate power of her own.”147 She also recognises the power of the sea to 

“swallow” thus take lives, and she shows her compassion towards another female 

symbol, saying the “good ship” in the very same way as she designates the womb of 

her grandmother “good womb,” which calls to mind the sense of threat posed by the 

Great Mother.  

Miranda furthers her questions as the conversation proceeds, her last 

question being “your reason / For raising this sea-storm?” (Act I, Scene ii, lines 176-

77)148 Prospero expectedly closes the conversation due to his unease: “Now I arise” 

(Act I, Scene ii, line 169), most probably to get his magic robe, commanding 

Miranda to “Sit still” (Act I, Scene ii, line 170), and he informs her that he has now 

his “enemies / Brought to this shore” (Act I, Scene ii, lines 179-80). As he decides 

that the conversation between himself and Miranda is ‘meandering’ or ‘digressing’, 

Prospero eventually charms Miranda to sleep: 

 
Here cease more questions. 
Thou art inclined to sleep; ’tis a good dullness, 
and give it way. I know thou canst not choose. 
                             (Act I, Scene ii, lines 184-85)149 

                                                
146 Jessica Slights, op. cit., p. 367. 
147 Ibid., p. 368.  
148 My emphasis. 
149 My emphasis. 
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This is something Prospero resorts to whenever she does not know ‘her place’, 

rendering her invisible and silent. This very act of Prospero encapsulates his fear of 

the explosive and questioning female power and his unproportionate use of power to 

tackle it. The position of Miranda symbolises the condition of women under 

patriarchy, pointing to the case of women, who are living in “exile” in the realm of the 

Symbolic, where they exist on the fringes, that is, they ‘haunt’ the margins of 

discourse, being rendered underrepresented “ghosts.” 

This “dereliction” is nowhere more concretely evident than in the 

conversation about Ferdinand’s sister, Claribel.150 In another part of the island 

Prospero’s brother Antonio and Claribel’s father Alonso, who are now marooned on 

the island on their way back from Claribel’s marriage to the King of Tunis, Africa, are 

conversing on her. Much as the distance from Naples to North Africa is not 

enormous, Alonso insists that his daughter is “so far from Italy removed / I ne’er 

again shall see her” (Act II, Scene i, line 111), and Antonio expresses her 

‘remoteness’ even more extravagantly: 

 
 
She that is Queen of Tunis; she that dwells 
Ten leagues beyond man’s life; she that from Naples 
Can have no note unless the sun were post – 
The man i’th’ moon’s too slow – till newborn chins 
Be rough and razorable. (Act II, Scene i, lines 246-50)151 
 

Unwillingly married off to the ruler of the modern Carthage, Claribel, who is, in fact, a 

potentially powerful woman because she is first in line to inherit the Neapolitan 

throne, is thus banished both physically and metaphorically from the scene, being 

left to only ‘haunt’ the margins of the play. Nevertheless, even a brief mention of her 

marriage suffices to reveal significant points. That Claribel’s match deviates from the 

cultural norm is made evident by Sebastian when he chides Alonso: “That would not 

bless our Europe with your daughter / But rather loose her to an African” (Act II, 

                                                
150 Claribel had to wait until 1949 for the female poet H.D. to make her visible and give her a 
voice in her poem “By Avon River,” and for Linda Bamber’s “Claribel at Palace Dot Tunis,” 
which includes Miranda’s letters to Claribel, in which the latter’s feelings and experiences are 
also implied. 
151 My emphasis. In their notes, Vaughan and Vaughan state that Antonio “exaggerates the 
amount of time it would take for news to travel from Naples to Tunis, a distance of only about 
300 miles,” (Notes at Act II, Scene i, lines 249-50). 
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Scene i, lines 129-30), and reminds him that his daughter was divided by her 

“loathness” for the Tunisian and “obedience” towards her father. Furthermore, 

Gonzalo’s ambiguous identification between Claribel and Dido, Queen of Carthage, 

complicates the racial and gender politics involved in the marriage. The fate 

imposed upon Alonso’s reluctant daughter is the one violently resisted by Dido, who 

chose to die rather than marry an African King, Iarbus. According to Peter Hulme, to 

recall Carthage “is to bring to mind several centuries of punishing wars with Italy… 

when presumably Claribel has been a gift to fend off a dangerous new power in the 

central Mediterranean.”152 The references to Dido also evoke contradictory images: 

that of the widow, and “a model at once of heroic fidelity to her murdered husband 

and the destructive potential of erotic passion.”153 Overall, 

 
 
while the meanings of this allusion are multiple and remain ambiguous, 
references to North Africa encroach upon the boundaries of the imaginary 
Italian states of the Renaissance that defined their culture against “barbarians” 
like the offspring of the Algerian Sycorax, or in another instance, the “barbarian 
Moor.” While images of the Tunisian queen do not intrude into Prospero’s plan 
of social and sexual organization, they nonetheless open up an imaginary 
space for viewers (and readers) of the play to imagine the (impossible or 
repressed) possibility of miscegenation in the service of political expediency, 
even as the woman’s subjectivity continues to be shaped by her status as a 
gift.154 
 

It is this “imaginary space” haunted by the very fear of a potential miscegenation 

between Caliban and Miranda that prompts Prospero to hastily take measures and 

design to bring about a chaste marriage between Miranda and Ferdinand. In order 

to ensure that every step proceed according to his plan, Prospero supervises the 

first and other encounters of Miranda and Ferdinand: “[Aside] It goes on, I see, / As 

my soul prompts it” (Act I, Scene ii, lines 420-21). Within the patriarchal economies 

of the play, it is unthinkable for Miranda not to get married to Ferdinand, and the 

promise of a marriage between Miranda and Ferdinand at the end of the play may 

point to the fact that Prospero has succeeded in his plans to secure his patriarchal 

                                                
152 Peter Hulme, Colonial Encounters: Europe and the Native Caribbean 1492-1797, 
London, Methuen, 1986, pp. 111-12. 
153 Stephen Orgel, “Prospero’s Wife,” Representations, No 8, Autumn, 1984, pp. 1-13, p. 2. 
154 Jyotsna G. Singh, “Race and gender conflicts in postcolonial rewritings of The Tempest,” 
Feminist readings of early modern culture: Emerging subjects, Ed. by Valerie Traub, M. 
Lindsay Kaplan and Dympna Callaghan, Great Britain, Cambridge University Press, 1996, 
pp. 191-209, p. 202, my emphasis. 
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authority. However, the ways in which Prospero deals with this relationship and 

Miranda’s acts from the very beginning to the scene of the betrothal of Ferdinand 

and Miranda, where she herself becomes the gift-giver, reveal how Prospero’s 

patriarchal authority has, in fact, been undermined. 

After she first catches sight of Ferdinand, Miranda eagerly shares this 

apparition with Prospero: 

 
 
Miranda.                                        What is’t, a spirit? 
                   Lord, how it looks about. Believe me, sir, 
 It carries a brave form. But ’tis a spirit.  
Prospero. No, wench, it eats and sleeps and hath such senses 
 As we have – such. This gallant which thou seest 
 Was in the wreck, and but he’s something stained 
 With grief (that’s beauty’s canker) thou mightst call him 
 A goodly person. He hath lost his fellows 
 And strays about to find ’em. 
Miranda.                                     I might call him 
 A thing divine, for nothing natural 
 I ever saw so noble. 
    (Act I, Scene ii, lines 410-19)155 
 

Miranda is convinced that she has found some supernatural creature: “the first / 

That e’ver I sighed for” (Act I, Scene ii, lines 446-47), and she demonstrates no 

traces of fear of her father but curiosity when she is talking to him. It is also 

significant that Prospero addresses Miranda as “wench” within this context, for it 

points to the fact that he is struggling to repress and damp her enthusiasm for 

Ferdinand, who also assumes that she must be a goddess. It should be noted that 

Miranda is named with the feminine form of the gerundive of the Latin verb miror, 

“wonder.” Ferdinand duly exclaims, “O, you wonder!” when he first meets her, and 

Miranda’s response to her newly discovered relatives in Act V is the famous line, “O 

wonder!... O brave new world” (Act V, Scene i, lines 181-83), which echoes “the 

response of European explorers to exotic peoples, fauna and flora in a remote new 

world.”156 Also, the confusion of the real with the magical or celestial underscores 

the intensity of their attraction to one another and the power of this unity. Even 

Prospero, who has contrived the meeting, is surprised by the intensity of this 

                                                
155 My emphasis. 
156 Virginia Mason Vaughan and Alden T. Vaughan, op. cit., p. 4. 
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attraction, hence this time, he hints, aside, that the plan is best served if he plays the 

archetypal disapproving father: 

 
 
They are both in either’s pow’rs; but this swift business 
I must uneasy make, lest too light winning 
Make the prize light;  (Act I, Scene ii, lines 441-53) 
 

and he decides to “exert[…] his paternal authority in an attempt to slow their 

wooing.”157 Prospero recognises the power of the union between Ferdinand and 

Miranda and regards it as dangerous to his authority. For, much as, on the surface, 

the relationship between Miranda and Ferdinand appears to be made under 

patriarchal control, it presents a crucial opportunity for Miranda to derive a sense of 

herself as an agent in the ‘world’. 

 
 
 

1.5. Feminising Ferdinand 

 
 

Ferdinand is yet another feminised figure in the play due to attributes in 

character that are to be analysed in this part. With its highly symbolic quality, the 

graphic scene which is to be quoted at length below encapsulates Prospero’s 

assertions of his patriarchal authority over Ferdinand and Miranda, and how Miranda 

takes sides with Ferdinand, consistently struggling to defend him against her father, 

and when Prospero immobilises Ferdinand with his charm, Miranda even grabs 

Prospero’s robe and tries to stop him, for she knows it is magical; hence Prospero’s 

words, “hang not on my garments”: 

 
 
Prospero.    Come, 
 I’ll manacle thy neck and feet together; 
 … 
Ferdinand.   No, 

                                                
157 Jessica Slights, op. cit., p. 366. 
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 I will resist such entertainment till 
 Mine enemy has more power. 
               He draws and is charmed from moving. 
Miranda.   O dear father, 
 Make not too rash a trial of him, for 
 He’s gentle and not fearful. 
Prospero. … Put thy sword up, traitor, 
 Who mak’st a show but dar’st not strike, thy conscience 
 Is so possessed with guilt. Come from thy ward, 
 For I can here disarm thee with this stick 
 And make thy weapon drop. 
Miranda.                            Beseech you, father – 
Prospero. Hence; hang not on my garments. 
Miranda.   Sir, have pity; 
 I’ll be his surety. 
Prospero.                Silence! 
 … 
            Foolish wench, 
  (Act I, Scene ii, lines 461; 465-77; 480)158 
 

In the above scene embellished by psychosexual dynamics underlying the wording 

of Prospero, i.e., his salient use of the phallic symbols: “sword,” “stick” and 

“weapon,” he symbolically endeavours to emasculate Ferdinand, prompting him to 

“put thy sword up” so that he can disarm Ferdinand “with this stick” and “make thy 

weapon drop.” This axiomatically exemplifies the male libido of possession and 

mastery and how Prospero’s psyche is ensnared by his sexual desire for his 

daughter on the unconscious level, whilst, on the cognitive level, he claims he is 

trying not to look so willing in consenting to Miranda’s marriage to Ferdinand so as 

to ignite their desire for the forbidden.159 This is why his claim to Ferdinand that “thy 

conscience / Is so possessed with guilt” reflects, in actuality, his own feelings of guilt 

projected onto the younger male. Instead of fearing the threats of Prospero, 

Ferdinand resists him, as most apparent in his words: “I will resist such 

entertainment,” and in his defensive posture, for Prospero says, “Come from thy 

ward.” Miranda, whom Prospero once again calls “wench,” is, then, the site of these 

two men’s sexual claims on her. Such language “seems to suggest that the minds of 

both men are dwelling in morbid detail on the possibilities of rape and violation: “the 

                                                
158 My emphasis. 
159 For further discussion on the issue of Prospero’s desire for Miranda, see Octave 
Mannoni, op. cit. 
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image of Miranda as a rape victim interferes disturbingly with the image of Miranda 

as a chaste and fertile wife,”160 thereby blurring this polarity in the binary ordering. 

Prospero takes this further and enslaves Ferdinand making him carry woods, 

which Ferdinand calls “wooden slavery” (Act III, Scene i, line 62), which parallels the 

slavery of Caliban, whose very first words in the play are conspicuously, “There’s 

wood enough within” (Act I, Scene ii, line 315). Prospero thus relegates Ferdinand to 

the status of the colonised – albeit briefly –, thereby further symbolically feminising 

him. Ferdinand, too, must yield to his prospective father-in-law and willingly perform 

the servile labour of moving logs to acknowledge Prospero’s control. This is a kind 

of patriarchal contract reducing Miranda to an exchange gift, for “working for the 

father-in-law [is] a common practice in patriarchal communities.”161 

In her relationship with Ferdinand, it is Miranda who “retains a strong sense 

of her own worth and an earnest faith in her own abilities.”162 When Ferdinand 

complains about the laborious task Prospero has assigned him, saying “O most dear 

mistress / The sun will set before I shall discharge / What I must strive to do” (Act III, 

Scene i, lines 21-23), Miranda offers to carry the logs herself: 

 
 
Miranda.                                      If you’ll sit down, 
 I’ll bear your logs the while. Pray give me that; 
 I’ll carry it to the pile. 
Ferdinand.                                      No, precious creature, 
 I had rather crack my sinews, break my back, 
 Than you should such dishonour undergo 
 While I sit lazy by. 
Miranda.                                      It would become me 
 As well as it does you, and I should do it 
 With much more ease, for my good will is to it, 
 And yours it is against.  (Act III, Scene i, lines 23-30) 
 

Ferdinand’s feminisation is also apparent in his emotional lapses and 

deficiencies. He gives himself up to despair too early and believes his father is 

drowned, as manifest in his words where he designates himself as the King of 

Naples: 

                                                
160 Ann Thompson, op. cit., p. 49. 
161 Octave Mannoni, op. cit., p. 339. 
162 Jessica Slights, op. cit., p. 368. 
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Prospero. What wert thou if the King of Naples heard thee? 
Ferdinand. A single thing, as I am now, that wonders 
 To hear thee speak of Naples. He does hear me, 
 And that he does, I weep. Myself am Naples, 
    (Act I, Scene i, lines 432-35) 
 

Disobeying Prospero’s instruction that she refrain from speaking with Ferdinand, 

Miranda instead seeks him out, and despite Prospero’s “hest,” i.e., command, 

against it, she announces her name, i.e., her identity, to him:  

 
 
Ferdinand. What is your name? 
Miranda.                            Miranda. – O my father, 
 I have broke your hest to say so! 
   (Act III, Scene i, lines 36-37) 
 

Miranda is well alive to the fact that she is being subversive: “But I prattle / 

Something too wildly, and my father’s precepts / I therein do forget” (Act III, Scene i, 

lines 57-58). Miranda then asks Ferdinand if he loves her, which question he 

answers: “I / Beyond all limit of what else i’th’ world, / Do love, prize, honour you” 

(Act III, Scene i, lines 71-72). Upon this, Miranda bursts into tears: “I am a fool / To 

weep at what I am glad of” (Act III, Scene i, line 74). What is observed in her 

spontaneous act of weeping is a ‘sortie’, a momentary opening to a display of 

sensibility or ‘desire’, an exit from the repressive ‘order’ that condemns her to 

repress her emotions and an access to an unboundaried and excessive libidinal 

economy as opposed to the libido of possession and mastery of Prospero. As one of 

the ways to represent the mother is through ‘fluids’ in the play, here the mother is 

dissolved into ‘tears’ in the act of weeping, which contains a lot of ‘fluid’. Ferdinand, 

however, cannot understand why she is crying and asks the reason. Upon 

Ferdinand’s question “Wherefore weep you?” (Act III, Scene i, line 76), Miranda 

replies: 

 
 
At mine unworthiness that dare not offer 
What I desire to give; and much less take 
What I shall die to want. But this is trifling, 
And all the more it seeks to hide itself, 
The bigger bulk it shows. Hence, bashful cunning, 
And prompt me, plain and holy innocence! 
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I am your wife, if you will marry me; 
If not, I’ll die your maid. To be your fellow 
You may deny me, but I’ll be your servant, 
Whether you will or no. 

(Act III, Scene i, lines 77-86)163  
 

Considering that the word “maid” is used in the double sense of “virgin” and 

“servant,” Miranda implies that she rejects sexual relations outside marriage: “I’ll die 

your maid.” However, she is self-aware and honest about her erotic desires as 

evident when she says, “what I desire to give” and makes a metaphor of pregnancy: 

“it seeks to hide itself.” Also, reversing the conventional pattern of courtship, 

Miranda offers herself to Ferdinand recognising the submission that marriage 

entails; she proposes for herself the roles of wife, maid, fellow and servant. 

Nonetheless, her insistence on her right to self-determination evident in her words, 

“Whether you will or no,” undermines the assumption that she is serious in her 

willingness to adopt such submissive roles. Miranda thus subverts her role as ‘angel’ 

allocated to her by patriarchal economies, for she can ‘speak’ her desire and thus 

has “a subversive feminine libidinal energy which is ultimately uncontainable within 

the binary gender identities imposed by the symbolic order.”164 Active female 

sexuality in general as well as Miranda’s is “disruptive of patriarchal control, not just 

because it is an emblem for, or analogous to, other sorts of rebellion, but because it 

directly threatens the power base of patriarchy which is dependent upon its 

regulation and control.”165 

Ferdinand swears that “[t]he very instant that I saw you, did / My heart fly to 

your service, there resides, / To make me slave to it” (Act III, Scene i, lines 64-66). 

His reply to Miranda draws on the language of domestic hierarchy; however, it offers 

her an alternative to the roles that she has proposed for herself: “My mistress, 

dearest, / And I thus humble ever” (Act III, Scene i, lines 86-87). “Mistress,” which 

denotes “a woman who has authority, control, or power, esp. the female head of a 

household, institution, or other establishment,”166 suggests that Ferdinand declares 

                                                
163 My emphasis. 
164 Pam Morris, op. cit., p. 140. 
165 Ania Loomba, “Sexuality and Racial Difference,” Shakespeare: An Anthology of 
Criticism and Theory 1945-2000, Ed. by Russ McDonald, Blackwell Publishing, 2004, pp. 
794-816, p. 809. 
166 “mistress,” Webster’s Encyclopedic Unabridged Dictionary of the English Language, 
op. cit., p. 917. 
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that Miranda is the ruler of his heart or home. A few lines later, Miranda’s assertive 

question about whether or not they are going to get married precedes their pledge of 

betrothal, which is displayed by the taking of hands: 

 
 
Miranda. My husband, then? 
Ferdinand.             Ay, with a heart as willing 
 As bondage e’er of freedom. Here’s my hand. 
Miranda. And mine, with my heart in’t. 
    (Act III, Scene i, lines 88-90)167 
 

The above dialogue in which Miranda proposes marriage to Ferdinand and gives her 

hand and heart to him are significant subversive acts. In fact, Miranda is regarded 

as an exchange gift, in anthropological terms, who will be offered as a gift from the 

father to the husband. As Marcel Mauss proposes, “food, women, children, 

possessions, charms, land, labour, services, religious offices, rank”168 circulate in 

exchange, and its “underlying motives are competition, rivalry, show and a desire for 

greatness and wealth.”169 For Lévi-Strauss, gift-giving as a strategy for power and of 

establishing social bonds are gender-specific in that “[t]he total relationship of 

exchange which constitutes marriage is not established between a man and a 

woman… but between two groups of men, and the woman figures only as one of the 

objects in the exchange, not as one of the partners.”170 Leaning upon this, Luce 

Irigaray describes all exclusively male relations, from homoerotic to the commercial, 

as hom(m)osexual. Miranda is, therefore, not a centre but a pseudo-centre in 

Prospero’s eyes, for she is needed so that a homosocial bond, “a continuum of male 

relations which the exchange of women entails,”171 can be established between 

Prospero and Ferdinand. However, by proposing marriage to Ferdinand, thus giving 

herself willingly to him, and literally giving her hand and heart to him, Miranda 

significantly becomes the gift-giver, thus short-circuiting the system of exchange and 

the hom(m)osexual bond it creates. 

                                                
167 My emphasis. 
168 Marcel Mauss, The Gift: Forms and Functions of Exchange in Archaic Societies, 
Trans. by Ian Cunnison, New York, Norton, 1967, pp. 11-12. 
169 Ibid., p. 26.  
170 Claude Lévi-Strauss, The Elementary Structures of Kinship, Ed. by Rodney Needham, 
Boston, Beacon Press, 1969, p. 115. 
171 Karen Newman, op. cit., p. 22. 
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Miranda thus “subverts her father’s attempts to meddle in her love life.”172 

The very fact that Prospero does not simply command and marry his daughter off as 

a typical powerful father would do and instead resorts to a trick discloses how fragile 

his authority can be when it comes to Miranda, who seems willing “to defy her father 

in search of her own destiny since, for Prospero’s daughter, heterosexual desire and 

marriage entail a measure of resistance rather than simple capitulation to 

patriarchy.”173 With this in mind, the politically subversive potential of Miranda’s 

deliberate disobedience to her father must be recognised. 

 
 
 

1.6. The Wedding Anti-Masque 

 
 

Prospero finds the strong passion of Ferdinand and Miranda for each other 

alarming, so much so that he warns Ferdinand that their oaths of abstinence could 

melt in the heat of their dalliance, using the metaphor of blood, which symbolises 

strong passion, including sexual: 

 
 
Look thou be true. Do not give dalliance 
Too much the rein. The strongest oaths are straw 
To th’ fire i’th’ blood. Be more abstemious 
Or else good night your vow! 

(Act IV, Scene i, lines 52-54)  
 

This is why Prospero orchestrates a wedding masque for Ferdinand and Miranda in 

Act IV, asking Ariel to call forth some spirits, and in his pre-production directions to 

the spirit Ariel, Prospero reveals the purpose of the masque as such: 

 
For I must bestow upon the eyes of this young couple 
some vanity of mine art. It is my promise, 
And they expect it from me. 

(Act IV, Scene i, lines 39-43)174 

                                                
172 Jessica Slights, op. cit., p. 366. 
173 Ibid., p. 367. 
174 My emphasis. 
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Prospero decides to stage-manage the masque so that he can show them his 

powers and remind them of the significance of chastity. This is clearly reminiscent of 

the tempest scene, where Prospero’s theatrical art serves as his instrument of 

control. The wedding masque, being a visual spectacle like the tempest: “No tongue! 

All eyes! Be silent!” (Act IV, Scene i, line 59),175 is a materialisation of Prospero’s 

will and power or will-to-power mainly because a masque is a celebration of royal 

power and glory and, in staging one, Prospero becomes a type of king, a royal mage 

whose ideals are realised in a courtly entertainment. The spectacle of the theatrical 

production, both in form and content, is intended to validate his authority to create 

such a union, his power to draw this “contract of true love.”176 The masque also 

serves to fulfil an obligation, a contract between himself and the young couple. The 

implied agreement between these parties is that in exchange for their obedience to 

his will, Prospero will bless the couple with a happy union. Accordingly, he tells 

Ferdinand that “Spirits, which by mine art / I have from their confines called to enact 

/ My present fancies.”177 Therefore, Prospero establishes from the very beginning 

that everything that is voiced during the masque will reflect his imagination and his 

thoughts. 

Drawing on the expected convention of classical myth, Prospero’s masque 

commences with a seemingly straightforward narrative.178 Three spirits appear in the 

shapes of mythological figures of Iris, female messenger to the gods, here, to Juno, 

and the goddess of the rainbow; Juno, queen of the gods; and the Roman goddess 

Ceres, the primal mother, goddess of nature and fertility. Iris delivers a request to 

the goddess Ceres that she join her sister Juno in celebrating the union of the 

betrothed lovers. The two deities, Ceres and Juno, impart their blessings upon the 

couple and emphasise the blessed fertility of honourable marriage with their songs. 

Ceres, who represents the fecundity of the cultivated earth, presides over the 

labours of ploughing, tilling, planting and harvesting, and wheat and barley are 

sacred to her. Ceres promises the couple a bountiful harvest and in her insistence 

                                                
175 My emphasis. 
176 Jessica Slights, op. cit., p. 84. 
177 Ibid., 120-21, my emphasis. 
178 During the masque, first, Iris enters and asks Ceres to appear at Juno’s wish, to celebrate 
“a contract of true love.” Ceres appears, and then Juno enters. Juno and Ceres together 
bless the couple, with Juno wishing them honor and riches, and Ceres wishing them natural 
prosperity and plenty. The spectacle awes Ferdinand, and he says that he would like to live 
on the island forever, with Prospero as his father and Miranda as his wife. Juno and Ceres 
send Iris to fetch some nymphs and reapers to perform a country dance. 
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on the orderly processes of nature, Ceres echoes the theme of eschewing extremes 

since, if the earth is to bring forth “foison plenty,” it must be through cultivation and 

avoidance of extreme heat and cold: 

 
 
Earth’s increase, foison plenty, 
Barns and garners never empty. 
Vines with clustering bunches growing, 
Plants with goodly burden bowing; 
Spring come to you at the farthest, 
In the very end of harvest. 
Scarcity and want shall shun you, 
Ceres’ blessing so is on you. 

(Act IV, Scene i, lines 110-17) 
 

Juno, Jove’s sister and wife, is the goddess of light and childbirth, and she 

represents the maternal side of marriage. In the masque, Juno represents fecundity, 

and assures them of marital joy since, through the union of Ferdinand and Miranda, 

Prospero hopes to see his dynasty continue in peace and prosperity, with his 

grandchildren as heirs to both Milan and Naples: 

 
 
Juno. …Go with me 
 To bless this twain that they may prosperous be, 
 And honoured in their issue. 
    They sing. 
 Honour, riches, marriage-blessing, 
 Hourly joys be still upon you; 
 Juno sings her blessings on you. 

(Act IV, Scene i, lines 103-09) 
 

Iris is a female messenger to the gods, particularly Juno, and sister to the 

harpies. She is also responsible for “the changes and alterations of the aire, making 

it sometimes faire, sometimes tempestuous, rainie, and cloudie, and some other 

times sending down haile, snow, thunder, and lightening.”179 Iris’ airy qualities and 

relation to the harpies clearly associate her with Ariel, who is personifying all these 

spirits during the masque. Ceres to Iris: 

                                                
179 Vincenzo Cartari, The Fountaine of Ancient Fiction, Trans. by Richard Linch, London, 
1599, sigs Liiv-Liiir, quoted in Virginia Mason Vaughan and Alden T. Vaughan, op. cit., p. 
71. 
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Hail, many-coloured messenger, that ne’er 
Dost disobey the wife of Jupiter; 
Who, with thy suffron wings, upon my flowers 
Diffusest honey-drops, refreshing showers, 
And with each end of thy blue bow dost crown 
My bosky acres and my unshrubbed down, 
Rich scarf to my proud earth. 

(Act IV, Scene i, lines 76-82) 
 

The speakers in the masque thus promise rewards for premarital chastity. However, 

the masque intended to celebrate a present union is interrupted abruptly by Ceres’ 

inquiry of Venus, goddess of sensual love, and her son Cupid, purveyor of passion, 

who have thus far been intended to be kept ‘off-stage’. Ceres asks Iris, 

 
 
                             Tell me, heavenly bow, 
If Venus or her son, as thou dost know, 
Do now attend the queen? Since they did plot 
The means that dusky Dis my daughter got, 
Her and her blind boy’s scandaled company 
I have forsworn.  (Act IV, Scene i, lines 86-90) 
 

Thus, the scene ceases and resumes to recount a past injustice, i.e., the abduction 

and rape of Ceres’ daughter, Proserpina, by Dis owing to the help of Venus and 

Cupid.180 The mention of Dis and his rape of Proserpina is clearly an allusion to the 

theme of miscegenation that Prospero is afraid will take place between Miranda and 

Caliban, which poses a threat to his plan to marry her off to Ferdinand in a chaste 

marriage. What is striking in the wording of Ceres is that the embittered Ceres does 

not call her daughter by her name, and also that she directs her anger at Venus and 

her blind boy, Cupid, instead of directing it at Dis. The grievance emphasised here 

is, then, not immediately related to the loss, but the role the goddess of desire and 

her son played in plotting the loss. Much as Iris assures Ceres that the mother and 

the son are not presently in the company of her mistress, Juno’s arrival by a chariot 

                                                
180 With the help of Venus and Cupid, Dis, i.e., Pluto, abducts Ceres’ daughter Proserpina 
and takes her to the underworld. Juno allows Ceres to rescue her daughter on the condition 
that Proserpina has not eaten anything during her sojourn in the underworld; but she has 
consumed seven pomegranate seeds. Therefore, Juno negotiates Pluto’s desire to keep his 
bride and Ceres’ wish to have her returned. Proserpina lives with Pluto in the underworld for 
half the year, when it is winter and the earth is barren; when she returns, the earth bears fruit 
in spring, summer and early autumn. 
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seems to trigger yet another memory of the offending act. Ceres observes, “I know 

her by her gait” (Act IV, Scene i, line 102), recalling the dark chariot of Dis. 

It is significant that, as Rose A. Zimbardo notes, “it is the recollection of 

Caliban, the threat of disorder and the coming of chaos, that drives the masque into 

thin air.”181 Keeping in mind that this masque represents Prospero’s “present 

fancies,” it could be claimed that Prospero cannot overcome his anxiety about his 

daughter’s sexuality and the possibility of a miscegenation between her and 

Caliban, which contradicts with his apparently absolute power. It is revealed that the 

masque, which reconstitutes the Great Mother in the figure of Ceres, discloses the 

fact that the power of Ceres, i.e., the primal mother, exceeds Prospero’s attempts to 

control and repress her. Much as she is here to bestow a marriage blessing, Ceres 

evokes broken contracts, seduction, lust and abduction of a daughter. This shows 

how Prospero’s mind is ensnared the frailty of Prospero’s imagination. 

This scene of masque is also carnivalesque in nature since there is an 

element of disguise at play. Accordingly, it is in this scene that a major ‘detachment’ 

in the structure of the play is experienced, and Prospero’s claim to omnipresence is 

undermined for the first time in the play. As if parodying his original neglect towards 

his ducal duties, Prospero has been so swept up in the power of his own magic 

during the masque that for a moment he forgets about the conspiracy that Caliban is 

planning. Ferdinand and Miranda apprehend Prospero’s sudden remembering of 

Caliban’s conspiracy, and for the first and last time Ferdinand and Miranda speak at 

a distance from Prospero, emphasising the lapse: 

 
 
Ferdinand. This is strange: your father’s in some passion 
 That works him strongly. 
Miranda.   Never till this day 
 Saw I him touch’d with anger, so distemper’d. 
    (Act IV, Scene i, lines 143-45) 
 

This lapse is further emphasised by the text’s insistence on Prospero’s disturbance: 

Iris, acting on behalf of Juno, then calls forward the water nymphs to join with the 

harvesters to crown the occasion with a unifying dance, a symbolic gesture of unity: 
                                                
181 Rose Abdelnour Zimbardo, “Form and Disorder in The Tempest,” Shakespeare 
Quarterly 14, 1963, pp. 49-56, p. 56. 
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“They [Reapers] join with the Nymphs in a graceful dance, towards the end whereof 

Prospero starts suddenly and speaks; after which, to a strange hollow, and confused 

noise, they heavily vanish” (Stage direction at Act IV, Scene i, line 138.4).182 

Therefore, owing to this fracture, Prospero’s efforts invested in holding his play 

together as a ‘unity’ are laid bare during the carnivalesque masque scene. 

Ferdinand and Miranda defy Prospero’s attempts to absolute authority, which 

is also revealed during the brief exchange whilst they are playfully quarrelling over a 

game of chess, which Prospero significantly discovers them playing in Act V: 

 
 
Miranda. Sweet lord, you play me false. 
Ferdinand.   No, my dearest love, 
 I would not for the world. 
Miranda. Yes, for a score of kingdoms you should wrangle, 
 And I would call it fair play. 
    (Act V, Scene i, lines 172-75) 
 

According to Marjorie Garber, Ferdinand and Miranda are “exhibiting a mise en 

abyme (a version of the familiar ‘play-within-the-play’), in which a model of the entire 

action is recapitulated within the action.”183 This scene of a chess-game, which 

simulates the power politics of Milan, of which Prospero became the ironic victim, is, 

as Leslie Fiedler points out, a symbolical index of Prospero’s loss of power over his 

daughter: “the strongest piece is the queen; and the combat always ends with the 

cry, ‘Checkmate!’, meaning ‘The king is dead!’ [in Arabic], the old man left without a 

move.”184 

On the whole, Prospero accomplishes his patriarchal plot, on the surface 

level; on a symbolical level, however, he fails in his unremitting efforts to instil 

absolute authority in the face of an omnipresent and overpowering femininity, which 

is the case not only in his endeavours as a patriarch but also as a coloniser, which is 

the subject matter of the next chapter. 

                                                
182 My emphasis. 
183 Marjorie Garber, op. cit., pp. 869-70. 
184 Leslie Fiedler, The Stranger in Shakespeare, Frogmore, St Albans, Paladin, 1974, p. 
206. 
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CHAPTER 2 

 

The Tempest: Negotiations between Matriarchal Texts and 

Colonialism as a Patriarchal Text 

 
 
 

Licence my roaving hands, and let them go, 
Before, behind, between, above, below. 

O my America! My new-found-land, 
My kingdome, safeliest when with one man man’d, 

My Myne of precious stones: My Emperie, 
How blest am I in this discovering thee.1 

 
 

To rob a man of his language in the very name of language: 
this is the first step in all legal murders.2 

 
 
 

Prospero is intransigent in his endeavours to harness not only Miranda and 

her relationships in his role as the patriarch but also the island, its resources, and 

the two other figures who inhabited the island when he was stranded on it: a 12-

year-old black orphan child, Caliban, who was the only human being present on the 

island at the time, and Ariel, now Prospero’s helper spirit. Prospero, “who most 

strangely / Upon this shore where you were wrecked, was landed / To be the lord 

on’t” (Act V, Scene i, lines 160-61) in his own words, then, “as a colonialist 

consolidates power which is specifically white and male” and his conquest of the 

island amounts to “both a racial plunder and a transfer to patriarchy.”3 Referring to 

Caliban, Ania Loomba states that “the single addition turned the adventure story into 

an allegory of the colonial encounter.”4 In this respect, The Tempest’s island is a 

“contact zone,” to borrow Mary Louise Pratt’s concept, which Kim F. Hall expounds 

by proposing that an island is a colonial space “in which peoples geographically and 

historically separated come into contact with each other and establish ongoing 
                                                
1 John Donne, “To his Mistris going to Bed,” The Complete English Poems of John 
Donne, Ed. by C. A. Patrides, London and Melbourne, Dent, 1985, p. 184. 
2 Roland Barthes, Mythologies (1972), anon. trans., Vintage, London, 1993, p. 46. 
3 Ania Loomba, Gender, Race, Renaissance Drama, Delhi, Oxford University Press, 1992, 
p. 152, my emphasis. 
4 Ania Loomba, Colonialism/Postcolonialism, London and New York, Routledge, 2001, p. 
67. 
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relations, usually involving conditions of coercion, radical inequality, and intractable 

contact.”5 With the aim of justifying the patriarchal nature of his imposed and 

arbitrary colonial rule he exercises over the island and its inhabitants and of keeping 

the authority in his hands, Prospero primarily imposes his magic to manipulate 

others’ memories, senses and experiences by creating illusions so that he becomes 

the omniscient creator of the story he weaves around himself and imposes his 

version of ‘beginnings’ as the truth, eliding the experiences of the other figures. 

Within this respect, one of the suggestive points stressed in this study is that all this 

is actualised not by Prospero but suggestively, through the ‘gaze’ and skills of his 

helper spirit Ariel, who is a feminised figure mainly because of his ambiguous 

gender, as analysed in detail in the first part of this chapter. 

Prospero’s endeavours to control events and the lives of others should be 

located as an effect of colonial ideology which seeks to “sustain indefinitely indirect 

enslavement”6 by aiming to mould the psyche of the oppressed. This, he aspires to 

achieve, by positing himself as the narrator of history all through the play. He 

promises to finish the play as he began it: with his life story. In the final act, 

Prospero invites Alonso and his group to his “cell,” where he will pass away part of 

the night: 

 
 
With such discourse as I not doubt shall make it 
Go quick away: the story of my life, 
And the particular accidents gone by 
Since I came to this isle. 

(Act V, Scene i, lines 307-10) 
 

Alonso replies, “I long / To hear the story of your life, which must / Take the ear 

strangely” (Act V, Scene i, lines 313-14). As Eric Cheyfitz notes, “Prospero tells 

everyone else’s. (That is he tells the history of the nobility; the lower class, from the 

perspective of the upper, have no history to speak of;” however, “with the exception 

of Caliban and Ariel, who escape any simple hierarchical placement because of their 

                                                
5 Kim F. Hall, Things of Darkness: Economies of Race and Gender in Early Modern 
England, USA, Cornell University Press, 1995, p. 152. 
6 Stephen Greenblatt, Renaissance Self-Fashioning, University of Chicago Press, 1980, p. 
229. 
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topographical position between the Old World and the New).”7 In fact, it is Caliban 

who tells, even in part, his own history in his speech that starts with “This island’s 

mine, by Sycorax, my mother / Which thou tak’st from me” (Act I, Scene ii, line 333). 

Miranda also does remember some early events on the island as Chapter 1 has 

revealed. Even the very presence of these characters, according to Peter Hulme, 

challenges the grand narratives offered by Prospero much as Miranda and Caliban 

are texts of imperialism: “the alternative history of the island represented by Caliban 

[and Miranda] serves as a constant reminder to the implied reader that Prospero’s 

narrative is not simply history, not simply the way things were, but a particular 

version.”8 

Gender domination and racial oppression are systems of power relations that 

historically intersected with and existed within each other.9 As both women and 

racial others are posited as biological and natural inferiors by the economies of 

patriarchy, the operations of patriarchy seek to extend the control and authority of 

the white patriarch over both black and white men and women. The white patriarch 

feels threatened especially by the ‘complicity’ of the female and the colonised 

subjects, who are regarded to be there to elude and disrupt the patriarchy since this 

entails a greater erosion or invasion of his ‘space’. This is why Prospero will always 

separate these marginalised groups, thereby hindering any possibility of them 

closing ranks. His fear of them will always be rationalised as suspicion, which will 

serve as a pre-text for his acts of controlling them, also in the sense that ‘who’ or 

‘what’ should be included in ‘history’ and ‘how’: 

 
 
given his [Prospero’s] demonising rhetoric, it is not surprising that a fear of 
miscegenation is a crucial trope that structures Prospero’s ‘plot’ of selective 
inclusion and exclusion in which Miranda, Ferdinand, and Caliban figure as 
prominent characters.10 
 

The pivotal matters in the context of the relationship between narrative and 

imperialism are, then, the link between linguistic and colonial oppression, the 

association of authorship with authority/power, that is, the links between history and 
                                                
7 Eric Cheyfitz, op. cit., p. 158. 
8 Peter Hulme, 1986, op. cit., p. 124, my emphasis. 
9 Joan W. Scott, op. cit., p. 42. 
10 Jyotsna G. Singh, op. cit., pp. 200-01, my emphasis. 
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fiction(alising) through the relationship between the colonising process – and the 

patriarchal, authoritarian structures associated with it – and the male coloniser’s 

absorption of the viewpoint of the female and colonised subjects in the writing of 

history, all of which will be addressed in the present chapter. 

 
 
 

2.1 Ariel the Joker Face 

 
 

As the sole agent of Prospero’s magic, Ariel is a crucial figure for any 

analysis of the play since without him Prospero’s magic would be ineffective. 

However, as Stacy Johnson suggests, each interpretation about him “derives from 

an allegorical reading which is not yet convincingly established on grounds of plain 

evidence.”11 This is why analysing him thoroughly to reveal his liminality and 

ambivalence proves rewarding. 

Now the ‘realm’ of Prospero, the island once ‘belonged’ to ‘antic’ Ariel, “since 

immemorial times of which we no longer have even the echo.”12 Possessing no 

hereditary lines of origin and described in the dramatis personae as “an airy spirit,” 

unlike in Goethe’s Dr. Faustus, where s/he is a water spirit, Ariel is saliently flexible 

and elusive.13 Being the one who actually contrived the tempest that was directed by 

Prospero, as is the case in all magical illusions, he is “the disciple-spirit-subject-

indentured servant-collaborator, assistant director, and actor.”14 

As exemplified in the quotation below, Ariel’s duty in the play relates to the 

functions of communication and intelligence. He is the only source who reports the 

                                                
11 W. Stacy Johnson, “The Genesis of Ariel,” Shakespeare Quarterly, Vol. 2, No. 3, July 
1951, pp. 205-10, p. 205. 
12 Giorgio Strehler, op. cit., p. 7. 
13 According to Germaine Greer, “Ariel is air and Caliban earth; Ariel soul and Caliban body; 
Ariel intellect and Caliban appetite; Ariel intellection and Caliban sensory response – and so 
on,” (op. cit., p. 30). 
14 Giorgio Strehler, op. cit., p. 11. 
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past to Prospero, and “we have no way of distinguishing the facts about Caliban and 

Sycorax from Prospero’s invective about them.”15 Prospero tells him: 

 
 
Thou, my slave, 
As thou report’st thyself, was then her [Sycorax’s] servant, 
And – for thou wast a spirit too delicate 
To act her earthy and abhorred commands, 
Refusing her grand hests, 

(Act I, Scene ii, lines 270-74)16 
 

Prospero’s employment of the word “hest” within the context of Ariel’s disobedience 

of Sycorax’s orders, thereby conducing to his imprisonment in the tree, is evocative 

of Miranda’s disobedience of Prospero’s “hest” and disclosure of her name to 

Ferdinand. Thus, Ariel is here reduced to the position of a child who disobeys his 

parents’ orders and is duly punished. 

Ariel also eavesdrops on every conversation and reports them back to 

Prospero; and it is, in fact, Ariel who is really omniscient, not Prospero, most 

apparent in Prospero’s questions directed to Ariel. He thus emerges as the figure of 

a liminal go-between: 

 
 
Prospero.                           Hast thou, spirit, 
 Performed to point the tempest that I bade thee? 
Ariel. To every article. 
 … 
Prospero.                           My brave spirit, 
 Who was so firm, so constant, that this coil 
 Would not infect his reason? 
Ariel.                   Not a soul 
 … 
Prospero. But are they, Ariel, safe? 
Ariel.      Not a hair perished; 
 … 
Prospero.         Of the King’s ship, 
 The mariners, say how thou hast disposed, 
 And all the rest o’th’ fleet? 
  (Act I, Scene ii, lines 193-95; 206-08; 217-18; 225-26) 
 

                                                
15 Stephen Orgel, 1984, op. cit., p. 5. 
16 My emphasis. 
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What is most salient in the above excerpt is the fact that Prospero has to ask Ariel 

some of the questions he has answered for Miranda: “Ariel may carry out Prospero’s 

orders ‘[t]o th’ syllable’, but the master is not the absolute master of this syllable. 

The power of eloquence has its limits.”17 

The conversation between Ariel and Prospero on what Ariel accomplished 

during the tempest scene axiomatically illustrates that Ariel is also a spirit of multiple 

personae who can “burn” and “divide,” “join” and “meet”: 

 
 
I boarded the King’s ship: now on the beak, 
Now in the waist, the deck, in every cabin 
I flamed amazement. Sometime I’d divide 
And burn in many places – on the topmast, 
The yards and bowsprit would I flame distinctly, 
Then meet and join.  (Act I, Scene ii, lines 196-200)18 
 

This is a metaphorical index of the fact that instead of being the ‘unified’ subject of 

humanist thought, Ariel is ‘split’ in every sense. From his sexually-irregular 

symbolical-birth to his sexual persona and function in the play, Ariel, who is called 

“my bird” (Act IV, Scene I, line 184) by Prospero, is in many ways evocative of the 

mythological figure of Dionysus, the god of extremes and a breaker of boundaries. 

When he arrives on the island, Prospero finds Ariel immobilised in a “cloven” pine 

tree. According to Ariel’s account, he was imprisoned in the cleft of the tree because 

he refused to enact the “earthy and abhorred commands” (Act I, Scene ii, lines 272-

74) of Sycorax, who was an abandoned pregnant ‘witch’ who arrived on the island 

one day and made the island her own. Considering that the pine tree corresponds to 

the female womb with a cleft or “crack” in the opening, Ariel had to wait in the 

‘womb’ for twelve years till it ‘came to term’ because Sycorax died before she ‘gave 

birth’ to him. Therefore, Prospero claims, Sycorax “[c]ould not again undo” the spell, 

and he himself became the ‘begetter’: “It was mine art, / When I arrived and heard 

thee, that made gape / The pine and let thee out” (Act I, Scene ii, lines 291-93). This 

is another scene replicating a pseudo-birth, one which attempts at turning Ariel into 

an ideal bodiless son exempt from the maternal body, just as Miranda’s symbolic 

birth was an attempt to remake her wholly the father’s daughter. This scene in The 
                                                
17 Eric Cheyfitz, op. cit., p. 76, my emphasis. 
18 My emphasis. 
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Tempest constitutes another example to “‘distinctly Aristotelian, distinctly 

phallocentric’ fantasies about procreation that construe the superior male as the 

maker, the inferior female as merely the container, of a child.”19 

The ‘birth’ of Ariel aptly parallels that of Dionysus, for the latter, too, was 

plucked from his mother’s womb after she was dead: “[w]hen Semele, his pregnant 

mother, demands her lover to prove he is Zeus, she is burnt to a crisp. Zeus plucks 

his son from her womb, makes a slit in his own thigh, and sews up the fetus till it 

comes to term.”20 Born from a male ‘womb’, Dionysus was expected to owe loyalty 

to the father; however, he reversed this loyalty and remained the son of his mother, 

wearing her clothes and loitering with bands of women. His transvestism, then, 

symbolised his identification with his mother. He also shifted through all forms of 

being, metamorphosed “into winds and water, earth and stars, and into generations 

of plants and animals,”21 in the same way as it was Ariel “who became flame and 

water and wind, just as the father-director had ordered in every detail”22 during the 

opening scene. Dionysus thus symbolises variability, playfulness, wantonness and 

frenzy, in the same way as Ariel is described by Prospero as “quaint” (Act I, Scene 

ii, line 318), “delicate” (Act IV, Scene i, line 49), “dainty” (Act V, Scene i, line 95) and 

“tricksy” (Act V, Scene i, line 226). Therefore, Ariel, like Dionysus, is the principle of 

manifold change and metamorphosis; he is an in-between, a masquer and 

improviser; he is a daemonic energy and plural identity. 

Dionysus, god of liquids, is “the liquid principle in things.”23 Similarly, Ariel is 

associated with water: the spirit implements the tempest and is disguised as a 

“nymph o’th’ sea” (Act I, Scene ii, line 302). Being an androgyne, a ‘rebis’, Ariel 

contains all four basic elements: earth, water, air and fire, as exemplified in the 

                                                
19 Mary Beth Rose, “Where are the Mothers in Shakespeare? Options for Gender 
Representation in the English Renaissance,” Shakespeare Quarterly, Vol. 42, No. 3, 
Autumn, 1991, pp. 291-314, p. 302, original emphasis. 
20 Camille Paglia, op. cit., p. 89. 
21 Plutarch, Moralia, Trans. by F. C. Babbitt, Cambridge, 1936, 5:223, quoted in Camille 
Paglia, op. cit., p. 95. 
22 Giorgio Strehler, op. cit., p. 7. 
23 Lewis Farnell, The Cults of the Greek States, Oxford, 1896-1909, 5:123, quoted in 
Camille Paglia, op. cit., p. 91. 
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following quotations: “To do me business in the veins o’th’ earth / When it is baked 

with frost” (Act I, Scene ii, lines 255-56),24 and: 

 
 
Ariel. All hail, great master; grave sir, hail! I come 
 To answer the best pleasure, be’t to fly, 
 To swim, to dive into the fire, to ride 
 On the curled clouds. To thy strong bidding, task 
 Ariel and all his quality. 
    (Act I, Scene ii, lines 190-92)25 
 

Being ‘unboundaried’, Ariel blurs the binary opposites prescribed by patriarchy, 

thereby occupying a position akin to those of angels, as defined by Irigaray: 

 
 
The angels are mediators or messengers; their essential characteristic is 
mobility; they pass from highest to lowest, from the celestial to the terrestrial 
and back again. They link what has been split by patriarchy – the flesh and the 
spirit, nature and gods, the carnal and the divine, and are a way of 
conceptualizing a possible overcoming of the deadly and immobilizing division 
of the sexes in which women have been allocated body, flesh, nature, earth, 
carnality while men have been allocated spirit and transcendence.26 
 

A ‘disembodied’ spirit, his ‘body’ crosses the split which separates flesh from spirit, 

and woman from man, animal from human. He thus has no ‘respect’ for hierarchies, 

more specifically, the great chain of being: mineral, plant, animal, man, angel, God. 

Ariel and his spirits even bark like watch dogs or crow like a rooster: 

 
 
Spirits. Hark, hark! Bow-wow, 
 The watch dogs bark, bow-wow. 
Ariel. Hark hark, I hear, 
 The strain of strutting chanticleer 
 Cry cock a diddle dow. 
  (Act I, Scene ii, lines 383-86) 
 

                                                
24 My emphasis. 
25 My emphasis. 
26 Luce Irigaray, 1995, op. cit., p. 158, my emphasis. 
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Ariel can also imitate the voice of the thunder, resulting in Alonso comparing the 

voice of the thunder to an organ-pipe, which Ariel can play: “The winds did sing it to 

me, and the thunder – / That deep and dreadful organpipe –” (Act III, Scene iii, lines 

97-99). Ariel can also chime: “Ding dong” (Act I, Scene ii, line 403). Additionally, in 

his final song, Ariel tells about his other skills: 

 
 
Where the bee sucks, there suck I 
In a cowslip’s bell I lie; 
There I couch when owls do cry. 
On the bat’s back I do fly 
After summer merrily. 

(Act V, Scene i, lines 88-92) 
 

Here Ariel is a small fairy, a close relative of those in A Midsummer Night’s 

Dream, for he is small enough to take refuge in a cowslip’s bell. All this multiplicity of 

voices serves to substantiate his ambiguity so that one cannot be sure what his true 

‘voice’ can be. Perhaps even when he asks for Prospero’s affection: “Do you love 

me, master? No?” (Act IV, Scene i, line 48), he is simply ‘mimicking’ the pose and 

words of the obedient servant as a strategy. 

Much as he is clearly a male spirit as he is referred to as “his,” Ariel has, in 

fact, “an ambiguous appearance, ageless, without sex, hair the color of air, the body 

gray and white with a touch of blue.”27 His androgyne symbolises “the coincidentia 

oppositorum or reconciliation of opposites,”28 for “[t]he image of the androgyne 

always signifies the original totality of the maternal and paternal realms in divine 

perfection: all tension is resolved, and primal unity is restored.”29 It is also closely 

intertwined with alchemy as aforementioned, which connects him to Mercurius, the 

god and planet, who is liquid mercury or quicksilver, the elixir of transformation, as it 

suits the shape-shifting Ariel, for the name “Mercurius” is given to an allegorical 

hermaphrodite constituting all or part of the process by the alchemists. Ariel’s hybrid 

gender and perpetual transformations are the quicksilver of the alchemical 

Mercurius, which is both material and spiritual. For Gustav Jung, Mercurius as 

                                                
27 Giorgio Strehler, loc. cit. 
28 Mircea Eliade, Shamanism: Archaic Techniques of Ecstasy, Trans. by Williard R. 
Trask, New York, 1964, p. 352. 
29 “androgyne,” Hans Biedermann, op. cit., p. 11. 
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quicksilver symbolises the ‘fluid’, i.e., mobile, intellect. The Philosopher’s Stone or 

hermaphroditic ‘rebis’ of alchemy often has wings, which Jung interprets as “intuition 

or spiritual (winged) potentiality.”30 That Prospero calls Ariel “Moody” (Act I, Scene ii, 

line 244) points to his free movement among mood states, which also opens him to 

multiple sexual personae, and to his attributes as crazed, witty, restless, elusive, 

sexually ambiguous, as it suits his connection to Mercurius. Ariel’s ambiguous 

gender affiliates him more closely with the female body, and what strengthens this 

affiliation is that all the roles played by Ariel are feminine roles: sea nymph, harpy, 

Ceres, Iris, and Juno. Significantly enough, Luce Irigaray refers to women as 

“interdit,” i.e., “in-between signs, between the realized meanings, between the 

lines.”31 The impersonation of Ariel as a harpy (Act III, Scene iii, line 52.1), which is 

a mythical predatory bird with a woman’s head, talons for hands and the body of a 

vulture, is associated with divine retribution. The Harpies are servants of the 

Furies;32 they are ‘the Snatchers’, which has its origins in the word “harpazo” 

meaning “snatch,” befouling men with their droppings. They thus represent the 

aspect of femaleness that clutches and kills in order to feed itself. Therefore, Ariel 

represents female power. 

Ariel, who cannot be categorised and explained, is regarded as ripe for 

subjugation by the dynamics of patriarchal discourses. Prospero duly strives to 

dominate Ariel as if he had a body: 

 
 
Go make thyself like to a nymph o’th’sea. Be subject 
To no sight but thine and mine, invisible 
To every eyeball else. Go take this shape, 
And hither come in’t. 

(Act I, Scene ii, lines 303-06)33 
 

That Prospero requires Ariel to be visible only to his ‘gaze’ but to no one else’s is 

paradigmatic of the position of women under patriarchy who are turned into sites 
                                                
30 Karl Gustav Jung, Collected Works, Trans. by R. F. C. Hull, Princeton, 1967, 13:189, 
quoted in Camille Paglia, op. cit., p. 210. 
31 Luce Irigaray, 1985b, op. cit., p. 20. 
32 Furies were “spirits of punishment avenging without pity wrongs done to kindred and 
especially murder within the family… They were represented as carrying torches and 
scourges, and wreathed with snakes,” (“furies,” The Concise Oxford Companion to 
Classical Literature, op. cit., pp. 230-31). 
33 My emphasis. 
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which men dominate through their demands and gazes. This is another index of the 

fact that Ariel is a feminised figure. 

If “the isle is full of noises” (Act III, Scene ii, line 135), so Caliban says, Ariel 

is the source of many. Prospero has Ariel sing primarily with the aim of exercising 

absolute control over the minds of others by taking away essentially their free will. 

According to Paul Brown, the play’s use of “harmonious music to enchant, relax, and 

restore, [its] constant reference to pastoral, [its] observation of the classical unities” 

underlines the play’s “aesthetic and disinterested, harmonious and nonexploitative 

representation of power.”34 Therefore, the dominant employment of music in the play 

serves to aestheticise Prospero’s use of power over his subjects, drawing an 

‘aesthetic’ veil over his patriarchal and colonial project. In other words, music with 

the aestheticism it is accorded with is, in fact, a patriarchal and colonialist tool for 

masking and reproducing the dominant discourse, which posits Prospero in contrast 

to a musician king like Orpheus, who uses music to comfort others. 

Music is invariably associated with the concepts of harmony, concord, 

reconciliation and resolution, and it is claimed that all disorder dissolves in music. 

On this view, the music in the play, as David Lindley points out, “has consistently 

been accepted as imaging and enacting ideals of harmony and concord, whether 

or not those ideals are finally attained.”35 Rose Abdelnour Zimbardo, for instance, 

asserts that “Prospero uses music, the very symbol of order, in creating his effects, 

he attempts to manipulate the other characters to the end of creating or preserving 

order and form.”36 In the play, since Ariel adeptly plays tunes on his “tabor” (Stage 

directions at Act III, Scene ii, line 124; Act IV, Scene i, line 175)37 and “pipe” (Stage 

directions at Act III, Scene ii, line 124) and produces “Solemn music” (Act II, Scene i, 

line 184; Stage directions at Act V, Scene i, line 57), “soft music” (Act III, Scene iii, 

line 82.1; stage directions at Act IV, Scene i, line 58), and “heavenly music” (Act V, 

                                                
34 Paul Brown, “‘This Thing of Darkness I Acknowledge Mine’: The Tempest and the 
Discourse of Colonialism,” Political Shakespeare: New Essays in Cultural Materialism, 
Ed. by Jonathan Dollimore and Alan Sinfield, Manchester, Manchester University Press, 
1985, pp. 48-71, p. 64. 
35 David Lindley, (Ed.) “Music, Masque, and Meaning in The Tempest,” The Court Masque, 
Manchester, Manchester University Press, 1984, pp. 47-60, p. 47, my emphasis. 
36 Rose Abdelnour Zimbardo, “Form and Disorder in The Tempest,” Shakespeare 
Quarterly, Vol. 14, 1963, pp. 49-56, p. 50. 
37 Tabor was a small drum used to accompany a tubular wind instrument, i.e., pipe, which, in 
this case, was played with one hand. 
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Scene i, line 52), music is often described as “harmonious” (Act IV, Scene i, line 

119) and “Marvellous sweet” (Act III, Scene iii, line 19). 

Music is also traditionally accorded the power of healing, as Prospero 

reiterates: “A solemn air, and the best comforter / To an unsettled fancy, cure thy 

brains” (Act V, Scene i, lines 58-59). The songs of Ariel render him an “airy charm” 

(Act V, Scene i, line 54) or a siren whose songs manipulate others, making them 

sleep and wake up, which is one of Ariel’s devices in the play, owing to which the 

figures in the play “see less, see differently,”38 whilst the implied audience/reader 

sees what Prospero does. By way of example, the very first song by Ariel in the 

guise of “a nymph o’th’ sea” (Act I, Scene ii, line 301) makes Ferdinand gravitated 

towards the island: 

 
 
Come unto these yellow sands, 
And then take hands; 
Curtsied when you have and kissed –  
The wild waves whist – 
Foot it featly here and there, 
And, sweet sprites, bear 
The burden. Hark, hark. 
          (Act I, Scene ii, lines 378-84) 
 

As well as manipulative, for Marjorie Garber, this very first song in the play is 

 
 
in essence a prediction of the action of the play to come – a song of plot, of 
forethought. Decoded, it is the whole story of the play. Ferdinand, Alonso’s son, 
has come unto these yellow sands – landed on the isolated island that is the 
central romance locale.39 
 

Ariel, then, also acts as a Sybil who “foretell[s] events to come, and give[s] 

warnings.”40 Additionally, according to Ferdinand’s account, Ariel’s “sweet air” has 

                                                
38 Marjorie Garber, op. cit., p. 860. 
39 Ibid., p. 859, original emphasis. For further explanation of the song within this context, see 
Ibid. 
40 Marina Warner, From the Beast to the Blonde: On Fairy Tales and Their Tellers 
(1994), New York, The Noonday Press, Farrar, Straus and Giroux, 1999, p. 15. 



 110

also both allayed the tempest and Ferdinand’s passion, which, once again, 

introduces the theme of control upon the female: 

 
Where should this music be? I’th’ air, or th’earth? 
It sounds no more, and sure it waits upon 
Some god o’th’ island. Sitting on a bank, 
Weeping again the King my father’s wreck, 
This music crept by me upon the waters, 
Allaying both their fury and my passion 
With its sweet air; thence I have followed it 
(Or it hath drawn me, rather) but ’tis gone. 
No, it begins again. 
   (Act I, Scene ii, lines 389-96)41 
 

On the other hand, the very first words of Ferdinand: “Where should this music be? 

I’th’ air, or th’earth?” and the last: “but ’tis gone. / No, it begins again,” complicate 

and subvert the notion of music as the locus of order but accentuate instead, the 

dispersedness, fragmentariness and pervasiveness of the music on the island. The 

second song of Ariel to Ferdinand, which begins with a lie because Ferdinand’s 

father is not dead at all, evokes the related notions of metamorphosis, 

transformation and change: 

 
 
Full fathom five thy father lies. 
Of his bones are coral made; 
Those are pearls that were his eyes; 
Nothing of him that doth fade 
But doth suffer a sea-change 
Into something rich and strange. 
  (Act I, Scene ii, lines 400-05) 
 

The pearl traditionally symbolises immortality, creative femininity, a cyclical rhythm 

of birth/life/death/rebirth, and especially, evolution toward perfection, i.e., spiritual 

rebirth.42 Counted among precious stones, 

 
 
the pearl with its delicate shimmer is thought of as lunar and feminine; its 
spherical form is associated with perfection. Because of the rarity of perfectly 

                                                
41 My emphasis. 
42 For further elaboration on “pearls” in symbolism, see Marjorie Garber, op. cit., pp. 259-60. 
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formed pearls, and the pearl’s enclosure in oysters or other bivalves, it 
symbolized for the Gnostics of late antiquity hidden knowledge and esoteric 
wisdom, and for Christians the teachings of Jesus, which were inaccessible to 
nonbelievers.43 
 

Within this context, it is apt to quote Marjorie Garber’s elaboration of the words of 

the song in relation to the theme of the relationship between the sea and its 

changing power: 

 
 
Coral and pearls are natural materials, transformed from miniscule sea 
creatures, from shells and sand. Metamorphosis here is not only fantasy; it is an 
aspect of nature and of change… ([Pearls in place of eyes], gold, pearls, and 
jewels scattered on the sea floor) points up… Ariel’s blithe assurance of eternal 
change. The concept of “sea-change / Into something rich and strange” clearly 
goes beyond the local relevance of the song here – Ferdinand’s mourning for 
his father – to comment upon the progress of the entire play… The sea is fertile 
and even eternizing. The formal structure of the song, with its patterns of 
chiasmus, or crossing, beautifully mirrors the pattern of metamorphosis here: 
   

bones / coral : pearls / eyes 
[body / jewel : jewel / body] 

nothing / doth fade : doth suffer / something 
[negation / change : change / affirmation]44 

 

In contrast to the notion of music as order, the music produced by Ariel is at times 

described as “Solemn and strange music” (Act III, Scene iii, line 17.1) and “a strange 

hollow and confused noise” (Act IV, Scene i, line 138.3-4). Within this context, Ariel’s 

‘body’ and what it entails is inextricably intertwined with the subversive power of 

music in the play, for, rather than ‘floating’ in an endless play of signifiers, music 

passes through a voice, a body, one which is shaped and constructed by dramatic, 

political and cultural contexts, like music itself.45 The lyrics of Ariel’s songs which are 

made up of words may belong to the symbolic order; however, the ‘word’less tunes 

belong to the semiotic order, or the chora,46 as Kristeva calls it, which is nonverbal, 

                                                
43 “pearl,” Hans Biedermann, op. cit., p. 259. 
44 Marjorie Garber, op. cit., pp. 859-60. 
45 Jacquelyn Fox-Good, “Other Voices: The Sweet, Dangerous Air(s) of Shakespeare’s 
Tempest,” Shakespeare Studies, Vol. 24, 1996, pp. 241-74, p. 241. 
46 Borrowing the term “chora,” which denotes “enclosed space” or “womb” in Greek, from 
Plato, Julia Kristeva defines it by analogy with music: “the chora is analogous only to vocal 
and kinetic rhythm,” (The Kristeva Reader, Ed. by Toril Moi, New York, Columbia University 
Press, 1986, p. 94). The word also bears musical associations, such as chorus and chord. 
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prelinguistic, “full of movement” yet articulated and “regulated” by the body of the 

mother.47 Similarly, Cixous contends, in explicating l’ecriture feminine, that writing 

should privilege the voice whose source is the mother’s body: 

 
 
The Voice sings from a time before law, before the Symbolic took one's breath 
away and reappropriated it into language under its authority of separation. The 
deepest, the oldest, the loveliest Visitation. Within each woman the first, 
nameless love is singing.48  
 

The voice that Cixous designates as “inexhaustible milk”49 is, then, the fluid that 

flows from the maternal body. Keeping in mind the aforementioned conception of 

Ariel’s ‘body’ as multiple, fragmented and ambiguous, the fact that music passes 

through, that is, articulated by, Ariel’s ‘body’ and is heard through his voice 

deconstructs the employment of music as order, thereby engendering a qualm on 

Prospero’s success in the exercise of power and control. Prospero, the ‘central’ 

figure never sings in the play but has a ‘marginal’ figure sing; therefore, music which 

is itself fluid and dispersed thus becomes a marginal discourse with the capacity to 

subvert and defy Prospero’s attempts to control and repress. As such, the feminised 

body of Ariel and the dispersed and fluid attributes of music, thereby making music 

feminised, are suggestive of the fact that Ariel’s songs fall outside the sphere of 

Prospero, recovering, in lieu, the maternal voice that, as Gonzalo says, is “a 

humming, / And that a strange one too” (Act II, Scene i, line 19), pervading the 

island’s air, thereby serving to open up still another maternal space. 

Throughout the play Ariel seems to gladly comply with Prospero’s requests.50 

However, Ariel’s role in the power politics is apparently ambiguous since he is, in 

                                                
47 For more discussion on the issue, see Ibid., pp. 93-98. 
48 Hélène Cixous and Catherine Clément, 1996, op. cit., p. 93, my emphasis. 
49 Ibid., p. 173, my emphasis. 
50 According to Edward Said, there are various ways of applying the post-colonial trope of 
the play to the actual political reality, and each of these ways will have different outcomes: 
“[o]ne choice is to do it like Ariel does, that is, as a willing servant to Prospero; Ariel does 
what he is told obligingly, and, when he gains his freedom, he returns to his native element, 
a sort of bourgeois native untroubled by his collaboration with Prospero. A second choice is 
to do it like Caliban, aware of and accepting his mongrel past, but not disabled from future 
development. A third choice is to be a Caliban who sheds his current servitude and physical 
disfigurements in the process of discovering his essential, pre-colonial self. This Caliban is 
behind the nativist and radical nationalisms that produces concepts of negritude, Islamic 
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fact, a frustrated slave colonised by Prospero because only if Ariel, the “malignant 

thing,” agrees to endure “more toil” and “pains” (Act I, Scene ii, line 242) in order to 

accomplish the plan Prospero could not complete without him, will he be granted the 

“liberty” (Act I, Scene ii, line 245) he aches for. However, 

 
 
Prospero. If thou more murmur’st, I will rend an oak 

 And peg thee in his knotty entrails till 
 Thou has howl’d away twelve winters. 

Ariel.                   Pardon, master, 
 I will be correspondent to command 
 And do my spriting gently. 
   (Act I, Scene ii, lines 294-97)51 
 

Prospero is saliently reminding Ariel about what befell him under the rule of Sycorax 

in order to intimidate him. In threatening to imprison Ariel in an “oak” for “twelve 

winters,” Prospero turns himself into a druid, who is merely imitating Sycorax’s act of 

imprisoning Ariel in a cloven pine for twelve years by Sycorax. Given the curved 

shape of the inside of the oak tree, thus referring one to the metaphor of the 

speculum, it could be claimed that Prospero is again deploying a female space. 

 
 
 

2.2. Sycorax the Femme Fatale 

 
 

It is within the context of Prospero intimidating Ariel that the implied reader is 

told about Sycorax’s past since Prospero is turning to the power of memory to shape 

Ariel’s future actions, as he did with Miranda: 

 
Prospero. … malignant thing; hast thou forgot 
 The foul witch Sycorax, who with age and envy 
 Was grown into a hoop? Hast thou forgot her? 
Ariel. No, sir. 
Prospero. Thou hast! Where was she born? Speak; tell me. 
Ariel. Sir, in Algiers. 

                                                                                                                                     
fundamentalism, Arabism, and the like,” (Culture and Imperialism, New York, Vintage 
Books, 1994, p. 214, original emphasis). 
51 My emphasis. 
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Prospero.              O, was she so? I must 
 Once in a month recount what thou hast been, 
 Which thou forget’st. This damned witch Sycorax, 
 For mischiefs manifold and sorceries terrible 
 To enter human hearing, from Algiers, 
 Thou knowst, was banished. For one thing she did 
 They would not take her life; is not this true? 
Ariel. Ay, sir. 
Prospero. This blue-eyed hag was hither brought with child, 
 And here was left by th’ sailors. 
    (Act I, Scene ii, lines 257-70)52 

In this conversation where Sycorax’s life from Ariel’s point of view is reiterated by 

Prospero, Sycorax is said to have “grown into a hoop,” to begin with. According to 

Chantal Zabus, this is “symbolic of her ‘bent rule’ [i.e.,] her monstrous, deviant 

rule”53 since 

 
 
[f]emale sovereignty in The Tempest was represented by Sycorax’s tyrannical 
regime on the island, which lasted a dozen years – exactly the same length of 
time Prospero had ruled over it ever since. Sycorax’s reign is used as a 
metaphor for moral and political deviance, for disfigured authority and female 
mismanagement. As her father’s only child, Miranda is sole heiress to the 
dukedom of Milan; Prospero therefore has no male heir to take over from him 
after his return to Milan. That he strategically marries her off to Ferdinand (the 
same way Claribel is reluctantly made Queen Consort to a Maghrebian ruler) is 
an attempt at returning to normalcy after the threat of female mismanagement… 
Gynocracy in The Tempest is definitely a threat to Prospero’s authority.54 
 

The implied reader, however, is well aware of the cruelties involved in Prospero’s 

reign, as Prospero intimidates Ariel to treat him in Sycorax’s fashion. According to 

Marjorie Garber, on the other hand, the description of Sycorax as having “grown into 

a hoop” in fact turns her into 

 
 
a type of Circe, or female magician, [who is] as powerful and aversive, as a bent 
old hag who is also a walking sign of cyclical repetition, endlessly returning 
upon herself… [like] the very pattern of The Tempest… [which] is to repeat, 
with a difference, all the main events of the past (tempest, usurpation, 
bondage, rule of the island). As they are repeated, each is interrogated, 
reversed, and undone.55 

                                                
52 My emphasis. 
53 Chantal Zabus, 2002, op. cit., pp. 170-71. 
54 Ibid., p. 171. 
55 Marjorie Garber, op. cit., p. 862, my emphasis. 
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Prospero, in Ariel’s fashion, describes Sycorax as a “foul witch,” “damned witch” and 

“blue-ey’d hag”56 who was banished from “Algiers,”57 the neighbouring port of Tunis, 

where Ferdinand’s sister Claribel lives now, for “mischiefs manifold and sorceries 

terrible.” Sycorax, described as the “[w]icked dam” (Act I, Scene ii, line 320) by 

Prospero, has already been an ‘outsider’ in her own society before the arrival of 

Prospero since she gets pregnant outside the confines of a married life. However, 

she is not killed but ‘displaced’ by the Algerians, who apparently spare her life 

because she is pregnant.58 Ontologically, a pregnant woman is, for Camille Paglia, 

 
 
daemonically, devilishly complete. As an ontological entity, she needs nothing 
and no one… the pregnant woman, brooding for nine months upon her creation, 
is the pattern of all solipsism, that the historical attribution of narcissism to 
women is another true myth… Woman is the primeval fabricator, the real First 
Mover. She turns a gob of refuse into a spreading web of sentient being, 
floating on the snaky umbilical by which she leashes every man.59 
 

As the male-dominated domains of reason and logic are inspired by an anxiety of 

“female fullness” and procreative femaleness, Sycorax as a pregnant woman can be 

construed as a femme fatale, “the woman fatal to man,”60 which has links to the 

vagina dentata, as elaborated on in Chapter 1, coupled with the fact that she is a 

woman that can express her desire as evident in her single-parency, which is 

forbidden by the regulatory dynamics of patriarchy. Therefore, for Prospero, the 

illegitimacy of Sycorax’s pregnancy suggests her lust, and her impregnation by an 

                                                
56 In the eighteenth century, “it was believed that African women who wished to designate 
themselves as sorceresses covered the area around their eyes with blue dye. Many 
nineteenth-century scholars, relying on Darwinism and assuming Shakespeare was aiming 
for realism in his play, refused to believe that Sycorax could be African and have blue eyes. 
They assumed Shakespeare either meant “bleary-eyed” or was referring to a blueness 
around the eyes caused by tiredness or pregnancy. However, recent twentieth-century 
scholarship has suggested that Sycorax’s blue eyes, paired with descriptions of her ugliness 
and foreignness, can be read as a synthesis of African and European ideals, communicating 
that the two peoples were not as different as they initially seemed. Traditional folklore 
during Shakespeare’s time also held that witches had one black and one blue eye,” 
(“sycorax,” http://en.wikipedia.org/wiki/Sycorax_(Shakespeare), retrieved on 5 October 2007, 
last updated on 4 October 2007, my emphasis). 
57 Algeria. 
58 Many female criminals in Shakespeare’s day got themselves pregnant in order to avoid 
execution. For further discussion on the issue, see Leah Marcus, Unediting the 
Renaissance: Shakespeare, Marlowe, Milton, London and New York, Routledge, 1996, 
pp. 1-38. 
59 Camille Paglia, op. cit., p. 12, my emphasis. 
60 Ibid., p. 13. 
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incubus renders her the embodiment of an aberration of nature: the “earthy and 

abhorred.” Sycorax is said to have arrived on the island pregnant by the devil 

himself and to have “littered” her sub-human son there. In the words of Prospero: 

 
Then was this island 
(Save for the son that she did litter here, 
A freckled whelp, hag-born) not honoured with 
A human shape.  (Act I, Scene ii, lines 281-83) 
 

The connotations of the word “littered,” however, serve to engender in the implied 

reader suspicion about the objectivity of the story recounted by Prospero, disclosing 

the bias in it. It is, then, Prospero’s imagination that denies Sycorax her generative 

capacities and replaces it with a birth with fluidity from the mouth rather than the 

uterus, as evident in the act of “littering.” The fact that Prospero is repulsed by 

Sycorax and that he expresses this repulsion associating it with bodily waste remind 

us of the term the abject, which, on a broad front, represents aspects of humanity 

that society abhors such as incest, death, murder, decay, or bodily waste. The 

abject is the sensitive threshold between what belongs to the body and what is 

passed out. This sensitivity represents a psychological reaction, that is, fear and 

repulsion in facing what, in fact, belongs to one’s own existence but has been 

abjected. Barbara Creed writes: 

 
 
The place of the abject is where meaning collapses, the place where I am not. 
The abject threatens life, it must be radically excluded from the place of the 
living subject, propelled away from the body and deposited on the other side of 
an imaginary border which separates the self from that which threatens the 
self.61 
 

Leaning upon Lacan’s psychoanalytical theory, Julia Kristeva, in The Powers of 

Horror,62 propounds that we first experience abjection at the point of separation 

from the mother, which manifests itself as a revolt against that which gave us our 

                                                
61 Barbara Creed, Horror And The Monstrous Feminine: An Imaginary Abjection, 
London, Routledge, 1993, p. 65. 
62 Julia Kristeva, The Powers of Horror: An Essay in Abjection, Trans by. Leon S. 
Roudiez, New York, Columbia University Press, 1982. 
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own existence. Kristeva thus sees the abject as prior to the mirror stage between 

the subject and object but also as the means by which, as Victor Burgin explains, 

the subject is first impelled towards the possibility of constituting itself as such – 
in an act of revulsion, of expulsion of that which can no longer be contained. 
Significantly, the first object of abjection is the pre-oedipal mother – prefiguring 
that positioning of the women in society which Kristeva locates, in the 
patriarchal scheme, as perpetually at the border line, the edge, the ‘outer 
limit’…63 
 

Sycorax is, in fact, an ambiguous figure who is Prospero’s double since her 

story repeats Prospero’s in that she becomes a coloniser herself on the island she 

has involuntarily been stranded on, and like Prospero, “she arrived with a child, 

though hers (Caliban) was still in the womb; like him, she used her magic 

(witchcraft) to control the elements.”64 Given the parallelism between the amniotic 

fluid in the womb and the sea, it is highly symbolic that Sycorax makes her voyage 

to the island when she is pregnant, just like Prospero gives a metaphorical birth to 

Miranda as he lands on the island. However, in the representation of Sycorax, the 

issues of gender and race dovetail with each other to construct her as the other, as 

the antithesis to Prospero: female, non-European and evil.65 Sycorax is repeatedly 

associated with an activity of overwhelmingly female connotations, i.e., witchcraft, 

for Prospero continually curses and vilifies her for a hag and a witch,66 which also 

                                                
63 Victor Burgin, “Geometry and Abjection,” Abjection, Melancholia and Love: The Work 
of Julia Kristeva, Ed. by J. Fletcher and A. Benjamin, London and New York, Routledge 
and Kegan Paul, 1990, pp 104-23, p. 115. 
64 Virginia Mason Vaughan and Alden T. Vaughan, op. cit., pp. 25-26. 
65 Prospero’s association of Sycorax with dark powers emanates from the fact that Africa in 
general and Algeria in particular, where Sycorax is said to come from, held strong and fearful 
connotations of witchcraft and female sexual deviance for Shakespeare’s society. For further 
discussion on the issue, see Rachana Sachdev, “Sycorax in Algiers: Cultural Politics and 
Gynaecology in Early Modern England,” A Feminist Companion to Shakespeare, Ed. by 
Dympna Callaghan, Blackwell Publishers, 2000, pp. 208-24. In addition, one must “take into 
account some cultural assumptions of the period, especially those concerning binary 
oppositions such as good and evil, black and white, Christian and pagan. Thus the 
presumably ‘good’ magic of Prospero is balanced by the ‘black’ magic of Sycorax: the 
‘natural’ unredeemed character of Caliban stems from his representing the body…” (Dr. A. 
Clare Brandabur, “The Tempest as Postcolonial Trope,” Tribute to Professor Oya Başak: 
(Re)reading Shakespeare in Text and Performance Selected Papers from the Oya 
Başak Conference May 12-14, 2004, Ed. by Aslı Tekinay, İstanbul, Boğaziçi University 
Press, 2005, pp. 262-80, p. 265). 
66 Prospero’s insistence that she is a witch is also confirmed by Caliban in I.ii.322-24, 340-
41. 



 118

manifests itself in her name: “Sycorax”67 is partially derived from the Latin corax, 

which means raven, a black “oracular bird in Greek divination, a familiar of 

witches… and often a portent of death.”68 For Irene Lara, 

 
 
[a]lthough Sycorax’s allusion as an oracle can be perceived as positive, it is the 
negative connotations of ravens as witch’s assistants and bad omens that 
dominate the story. Even Caliban alludes to such associations when he 
describes Sycorax using a “raven’s feather” (1.2.322) for witchcraft. Moreover, 
as an ultimate union between Sycorax and death, Shakespeare represents her 
as deceased.69 
 

Sycorax “figures in the play as a symbolic Earth Mother embodied in the natural 

elements of the island”70 especially because she employed such natural elements 

as “wicked dew,” “raven’s feather,” “toads, beetles, bats” (Act I, Scene ii, lines 322-

23; lines 341) in her magic. Continuing to tell Ariel’s story, Prospero relates: “And for 

thou was a spirit too delicate / To act her earthy and abhorred commands, / 

Refusing her grand hests, she did confine thee” (Act I, Scene ii, lines 272-74). By 

describing Sycorax’s supposed orders as “earthy,” Prospero establishes Sycorax in 

binary opposition to “heavenly.” Prospero’s power also derives from and is 

subservient to nature since he replicates the magical powers of Sycorax, which he 

learnt through Ariel. However, it is Sycorax who is designated as witch since “[t]he 

conviction that the practice of demoniac sorcery was intimately associated with the 

female nature and, by extension, that every woman was potentially a witch long lay 

                                                
67 Some scholars argue that “her name may be a combination of the Greek sus (‘pig’) and 
korax (‘crow’). Another rough translation produces the phrase ‘the Scythian raven’, an 
etymological description of Medea, Batman upon Bartheme, a play which Shakespeare may 
have been aware of, contains a raven called Corax. Also, psychorrhax (‘heartbreaker’) may 
be a play on the Greek word psychoraggia (‘death struggle’). One critic searched for a 
connection to Sycorax’s North African heritage and found a parallel in Shokereth, an Arabic 
word meaning ‘deceiver,’” (“sycorax,” http://en.wikipedia.org/wiki/Sycorax_(Shakespeare), 
retrieved on 5 October 2008). 
68 Marina Warner, “‘The Foul Witch’ and Her ‘Freckled Whelp’: Circean Mutations in the New 
World,” The Tempest and Its Travels, Ed. by Peter Hulme and William H. Sherman, 
Philadelphia, University of Philadelphia Press, 2000, pp. 97-113, pp. 100-01. 
69 Irene Lara, “Beyond Caliban’s Curses: The Decolonial Feminist Literacy of Sycorax,” 
Journal of International Women’s Studies, Vol. 9, No. 1, November 2007, pp. 80-98, p. 
83. 
70 Jyotsna G. Singh, op. cit., p. 196, original emphasis. 



 119

buried in the Western unconscious.”71 In contrast with Sycorax’s magic which is 

associated with ‘nature’, i.e., irrationality, Prospero’s magic is associated with books, 

i.e., culture, knowledge and reason. Therefore, to Prospero, Sycorax’s “potent 

ministers” are rendered impotent because of Sycorax’s “unmitigated rage,” i.e., 

uncontrollable temper. The emphasis on Sycorax, who “[w]as grown into a hoop” 

because of “age and envy” (Act I, Scene ii, lines 257-58), also suggests her 

impotence and irrationality in the eyes of Prospero.72 

Frank Kermode accounts for Sycorax as follows: 

 
 
Caliban’s mother, though associated with reports of devil-worship and witchcraft 
in the New World, belongs to the Old. She is a powerful witch, deliberately 
endowed with many of the qualities of classical witches, but also possessing a 
clearly defined place in the contemporary demonological scheme. She is a 
practitioner of “natural” magic, a goetist who exploited the universal sympathies, 
but whose power is limited by the fact that she could command, as a rule, only 
devils and the lowest orders of spirits. Prospero, on the other hand, is a 
theurgist, whose Art is to achieve supremacy over the natural world by holy 
magic... His Art is supernatural; the spirits he commands are the dæmons of 
Neo-Platonism, the criterion of whose goodness is not the Christian one of 

                                                
71 Jean-Michel Sallmann, “Witches,” A History of Women in the West: Renaissance and 
Enlightenment Paradoxes, Ed. by Natalie Zemon Davis and Arlette Farge, Cambridge and 
London, The Belknap Press of Harvard University Press, 1993, pp. 444-57, p. 444. 
72 Among historians “who have intensively explored the repression of witchcraft and the 
sudden increase of violence against women, it is generally agreed that the widespread 
perception of witchcraft was a manifestation of hard times and that the intensity of the 
repression reflected in the severity of the natural disasters that befell the population. Still 
incapable of controlling nature, people turned to the supernatural to explain phenomena that 
otherwise surpassed their understanding. Epidemics, poor harvests, unexplained deaths, 
and other misfortunes were blamed on the devil. Historians have therefore resurrected the 
old scapegoat theory first developed by anthropologists in the late nineteenth century. 
Society needed guilty parties and found them in nonconformist and marginal groups, on 
which the repression took a heavy toll. Foremost among the victims were women: the oldest, 
the ugliest, the poorest, and the most aggressive women, those who inspired the greatest 
fear… The great fear that gripped the population of Europe in the late Middle Ages and after 
was compounded by social and economic factors. Changes in the structure of the family may 
have played an important role. Delays in marriage became more common after the turn of 
the sixteenth century, and increasingly strict sexual mores resulting from Protestant and 
Catholic reforms tended to frustrate young males, who were excluded from both the 
matrimonial market and the market for land. At the continued other end of the “age pyramid,” 
widows were easy prey, encumbered as they often were with children and economic 
burdens; since remarriage was unlikely, they were also emotionally vulnerable. Thus in New 
England, in the cases of the women who composed 80 percent of those accused of 
witchcraft between 1647 and 1725, two thirds of their accusers were men. Many of these 
alleged witches were women alone, without husbands, sons, or brothers, and their property, 
in default of heirs, was not subject to the usual rules of inheritance,” (Jean-Michel Sallmann, 
op. cit., pp. 448-49). 
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adherence to, or defection from, God, but of immateriality or submersion in 
matter.73 
 

Therefore, Prospero, who believes he is rational and can control his own rage, 

exercises what he calls “art,” which is “‘the absolute perfection of Natural 

Philosophy,’”74 which comprises astrology, alchemy, and ceremonial magic, as 

proposed by Kermode. Prospero’s art, in this context, entails the masculine 

repugnance thus refinement of the raw, unreclaimed nature which Sycorax and 

Caliban represent. It is due to Prospero’s anxiety towards a female realm of 

knowledge and power that he describes Sycorax as “a witch, and one so strong / 

That could control the moon, make flows and ebbs, / And deal in her [the moon’s] 

command without her power” (Act V, Scene i, lines 269-71). Such a description 

 
 
links Sycorax to a female genealogy of learned healers, midwives, sorceresses, 
and priestesses; spiritually powerful and horticulturally knowledgable “wise 
women” who knew how to speak with and listen to the elements, who knew 
about women’s reproductive cycles, who bled but did not die. As documented 
by feminist scholars, many were constructed as witches whose knowledges 
were demonised.75 
 

The idea of Sycorax’s supposedly second-class magic is initiated by her illegitimate 

pregnancy, which is also why Prospero attributes the demonic power of magic to his 

double Sycorax, and views his magic as morally superior to her “obeah.”76 Prospero, 

on the other hand, legitimises his power by claiming that he derives it from “Fortune” 

and “Destiny.” Stephen Orgel contends that 

 
 
[p]ower, as Prospero presents it in the play, is not inherited but self-created: it is 
magic, or “art,” an extension of mental power and self-knowledge, and the 

                                                
73 Frank Kermode, (Ed.) “Introduction,” The Tempest, London and New York, Methuen, 
1986, pp. xi-xii. 
74 Cornelius Agrippa, Occult Philosophy, Trans. by J. F., 1651, III.xi, quoted in Ibid, p. xii. 
75 Irene Lara, op. cit., p. 84. 
76 Obeah (sometimes spelt “Obi”) is “a term used in the West Indies to refer to folk magic, 
sorcery, and religious practices derived from Central African and West African origins,” 
(“obeah,” http://en.wikipedia.org/wiki/Obeah, retrieved on 6 July 2008, last updated on 5 July 
2008). 
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authority legitimising it derives from heaven – “Fortune” and “Destiny” are the 
terms used in the play.77 
 

As such, Prospero blends the idea of free will with the idea of providence, thus 

inscribing will and determinism within the same locus. Therefore, only Prospero, as 

a white male, is legitimately allowed to practise that “art” by overriding narratives of 

patriarchal “Fortune” or “Destiny” in which a woman’s silence is implicit. In these 

narratives, a woman’s destiny is a life restricted by subservience to a longstanding 

patriarchal order since art is conventionally gendered as male and set against a 

female nature in the art-nature debate. Sycorax is regarded as ‘presumptuous’ since 

her will-to-power is regarded as a presumptuous intrusion into a male-dominated 

arena in the eyes of Prospero the patriarch. Furthermore, Singh locates Sycorax 

within the poetic geography of the period: 

 
 
We get a fuller sense of Sycorax’s demonization if we consider The Tempest’s 
relation to the poetic geography of the Renaissance (derived from classical and 
medieval sources), in which European identity is frequently contrasted with 
images of otherness. According to John Gillies, Sycorax’s mythic journey from 
Algiers to the New World is motivated not so much to find a new “howling 
wilderness” as to make one. Her adoption of “Setebos,” a New World “devil” 
(“my Dam’s god”), evokes associations with the name of the demonized god of 
the “heathen” Patagonian Indians. Thus, in her role as the non-Western other in 
the collective European imagination, she is like “Ham, progenitor of the 
Naananite, the Negro and other supposedly bestial and slavish races… an 
outcast from the world of men, a wanderer beyond bounds and an active 
promoter of the degeneracy of her ‘vile’ race.”78 
 

The portrayal of Sycorax as a mother who can express her desire and can take 

control of her own body, as evident in her single-parency, compounded by her racial 

identity as a non-European, for she has a North African connection, turns Sycorax 

into the embodiment of evil in the eyes of Prospero the patriarch. This accords with 

the economies of dominant patriarchal ideology which makes an investment in 

resemblance, subsuming all difference into sameness. This ideology constructs 

women as either good, which comes with the promise of a patriarchal marriage and 

a mediated relation to the Symbolic, or bad, which has the intense wrath of 

                                                
77 Stephen Orgel, 1984, op. cit., p. 5. 
78 Jyotsna G. Singh, op. cit., p. 201. She quotes John Gillies, Shakespeare and the 
Geography of Difference, Cambridge, Cambridge University Press, 1994, pp. 140-44.  



 122

patriarchal discourse hurled against her since she has rejected patriarchal marriage. 

Therefore, Sycorax can be construed as the play’s evil mother whose representation 

encapsulates Prospero’s anxiety about women’s virtue since such a nexus of black 

and active female sexuality evokes fear in Prospero. Sycorax is thus the 

embodiment of “all the negative assumptions about women that he and Miranda 

have exchanged,”79 and as Ania Loomba has indicated, Sycorax is the counterpart 

to Miranda, and “between them they split the patriarchal stereotype of woman as the 

white devil-virgin and whore, goddess and witch.”80 A Medusa figure, Sycorax also 

stands in stark contrast to Prospero’s wife, who is described as “a piece of virtue,”81 

the angel in the house. Sycorax is now dead yet alive in Prospero’s memory far 

more than his own wife, for she is apparently the demonised ‘ghost’ of Prospero’s 

wife, an “anti-mom,”82 haunting him to claim her own son Caliban from Prospero, 

who has claimed Miranda from his wife. 

As the play draws to a close, Prospero renounces his magic in a great 

monologue, which is quoted at length below: 

 
 
Ye elves of hills, brooks, standing lakes and groves, 
And ye that on the sands with printless foot 
Do chase the ebbing Neptune, and do fly him 
When he comes back; you demi-puppets that 
By moonshine do the green sour ringlets make, 
Whereof the ewe not bites; and you whose pastime 
Is to make midnight-mushrooms, that rejoice 
To hear the solemn curfew, by whose aid – 
Weak masters though ye be – I have bedimmed 
The noontide sun, called forth the mutinous winds, 
And ’twixt the green sea and the azured vault 
Set roaring war; to the dread-rattling thunder 
Have I given fire and rifted Jove’s stout oak 
With his own bolt: the strong-based promontory 
Have I made shake, and by the spurs plucked up 
The pine and cedar; graves at my command 
Have waked their sleepers, op’d and let ’em forth 
By my so potent art. But this rough magic 
I here abjure; and when I have required 
Some heavenly music (which even now I do) 
To work mine end upon their senses that 
This airy charm is for, I’ll break my staff, 
Bury it certain fathoms in the earth, 

                                                
79 Stephen Orgel, 1987, op. cit., p. 10. 
80 Ania Loomba, 1992, op. cit., p. 151. 
81 Jyotsna G. Singh, op. cit., p. 57. 
82 Shari Thurer, The Myths of Motherhood, New York, Houghton Mifflin, 1994, p. 155. 
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And deeper than did ever plummet sound 
I’ll drown my book.  (Act V, Scene i, lines 33-56) 
 

In his speech, the word “rough” indicates the underlying danger of the magus’s 

power since it means “marked by violence towards, or harsh treatment of others.”83 

By “weak masters” he means that the elves and demi-puppets who assist Prospero 

are subject to himself, yet they are also masters in their own supernatural domains. 

This speech gains further significance when it is recognised that, as Frank Kermode 

argues, among others, “the most resonant echo of Ovid in the whole corpus is in 

Prospero’s valedictory invocation of the spirits,”84 that is, the speech is a powerful 

literary allusion, or rather, an appropriation of a speech of the Medea of Ovid’s 

Metamorphoses VII, whom Sycorax is closely related to. Medea, who was the 

gifted niece of the sorceress Circe, was part healer, part witch,85 and, according to 

Margaret Atwood, 

 
 
[o]f all the seductive, sinister and transgressive women who have haunted the 
Western imagination, none has a reputation more lurid than Medea’s. Judith, 
Salome, Jezebel, Delilah, Lady Macbeth –  these murdered or betrayed grown 
men, but Medea’s crimes are yet more chilling: credited with having slaughtered 
her younger brother, she is also said to have sacrificed her own two children out 
of revenge for rejected love.86 
 

                                                
83 Quoted in Virginia Mason Vaughan and Alden T. Vaughan, op. cit., Notes at V.i.50. 
84 Frank Kermode, “Appendices,” op. cit., p. 147. For further parallelism between the speech 
of Prospero and Medea, see Ibid., pp. 147-50. 
85 In Greek tragedy by Euripides, Medea’s story goes that “she and Jason have fled to 
Corinth after Medea has murdered Pelias for Jason’s sake. Jason, ambitious and tired of his 
barbarian princess, has arranged to marry the daughter of Creon, king of Corinth, for 
prudential reasons he alleges. The desertion and ingratitude of her husband arouse savage 
anger in Medea and she openly declares her feelings. Creon, fearing her vengeance upon 
himself and his daughter, pronounces instant banishment on Medea and her two children. 
Medea coaxes him into allowing her one day’s respite, and by a poisoned robe and diadem 
contrives the deaths of Jason’s bride and her father. Then she kills her own children, partly 
to make Jason childless, partly because, since they now must surely die, it is better that it 
should be by her hand than by that of her enemies, who would thus triumph over her. Finally, 
taunting Jason in his despair, she escapes to Athens where she has secured asylum from 
king Aegeus,” (“Medea,” The Concise Oxford Companion to Classical Literature, op. cit., 
p. 337). 
86 Margaret Atwood, “On Medea,” (online) 
http://www.randomhouse.com/boldtype/0498/wolf/essay.html, retrieved on 5 November 
2007. 
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Medea’s infamous speech, which is appropriated by Prospero in the play, was 

therefore “viewed in the Renaissance as witch-craft’s great set-piece.”87 Although, 

as Kermode propounds, in Prospero’s adaptation “[o]nly those elements which are 

consistent with ‘white’ magic are taken over for Prospero… [and] some of the 

remnant is transferred to Sycorax,”88 Stephen Orgel espouses that the rigid 

demarcations between Prospero and Sycorax are blurred anyway since, in thus 

speaking as Medea, Prospero has 

 
 
incorporated Ovid’s witch, prototype of the wicked mother Sycorax, in the most 
literal way – verbatim, so to speak – and his ‘most potent art’ is now revealed as 
translation and impersonation. In this context, the distinction between black 
and white magic, Sycorax and Prospero, has disappeared.89 
 

Therefore, Prospero’s magic is the “selfsame black magic as that of Medea,”90 thus 

of Sycorax. Prospero’s use of Medea’s words to describe his own magic also 

suggests the extent to which his reappropriated control is hinged firmly on Sycorax’s 

banishment, for the maternal body of nature is, to him, dangerous and needs his 

management.  

Before he makes this speech, Prospero “Traces a circle” (Stage direction at 

Act V, Scene i, line 33) on the ground, and as soon as he finalises his “Ye elves” 

sppech, the members of the court party led by Ariel “all enter the circle which 

Prospero had made and there stand charmed” (Act V, Scene i, line 57.3). 

Prospero’s act of drawing a circle on the ground – feminine because complete in 

itself – also replicates the act of Medea, who casts a ritual/magical circle on the 

ground, sets an altar, and calls upon a goddess. Drawing on alchemical vocabulary, 

Prospero reveals that his aim is to control their senses in an expectation of a 

reconsiliation, that is, repentance, especially from his brother, which proves abortive, 

as evident in the conspicuous silence of Antonio in the whole act: 

 
 
A solemn air and the best comforter 

                                                
87 Quoted in Virginia Mason Vaughan and Alden T. Vaughan, op. cit., Notes at V.i.48-49. 
88 Frank Kermode, op. cit., p. 149. 
89 Stephen Orgel, 1984, op. cit., p. 11, my emphasis. 
90 Quoted in Virginia Mason Vaughan and Alden T. Vaughan, op. cit., Notes at V.i.50. 
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To an unsettled fancy, cure thy brains 
(Now useless) boiled within thy skull. There stand, 
For you are spell-stopped – 
… 
… Most cruelly 
Didst thou, Alonso, use me and my daughter. 
Thy brother was a furtherer in the act. – 
… 
… [aside] Their understanding 
Begins to swell, and the approaching tide 
Will shortly fill the reasonable shore 
That now lies foul and muddy. 

(Act V, Scene i, lines 58-61; 72-73; 79-80) 
 

Sycorax is conveniently dead in the play since her physical presence on the 

island could have awakened a sense of disbelief in Miranda, and she could have 

judged the real exploitative nature of her father’s magic against Sycorax’s. 

Therefore, such a social distance between the white and black woman prevents any 

possibility of solidarity against male dominance. However, despite her physical 

absence from the play, Sycorax has great importance in her own right in the 

theoretical sense. Her story reveals how she is turned into a site through which 

Prospero’s ownership of the island is legitimised: he “constructs Sycorax as a black, 

wayward and wicked witch in order to legitimise”91 his confiscation of the island. 

One last significance of Sycorax derives from the fact that, according to 

Brathwaite, she is the potential matrix of cultural renewal in the Caribbean: 

 
 
Here is this woman who is the carrier, the keeper, the protector of a native 
culture. She possessed this island and she gave birth to her son Caliban, who 
was then impris[o]ned and indentured to Prospero. The woman herself, 
Sycorax, was banished, she was imprisoned, but the point about her is that she 
became submerged… Now applied to culture, this woman Sycorax has not 
been able to contribute to Caribbean culture, but she still carries within herself, 
she still carries in a submerged manner, the very essence of the native culture. 
Sycorax, in other words, carries the secrets of a possible alternative culture for 
the Caribbean.92 
 

                                                
91 Ania Loomba, 1992, op. cit., p. 152. 
92 Edward Kamau Brathwaite, The Colonial Encounter: Language, Mysore, India, 
University of Mysore Press, 1984, p. 44. 
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It is mainly this function of Sycorax as the “carrier” of “a possible alternative culture” 

that serves to posit Caliban in a dangerous position in the eyes of Prospero, which is 

undercurrently why he is “then impris[o]ned and indentured” to him. 

 
 
 

2.3. Caliban as the Mother’s Son 

 
 

Caliban’s bastardy which Prospero vilifies him for is a sign of the mother’s 

presence in him, which serves but to contaminate Caliban’s lineage in the eyes of 

the patriarch: 

 
 
This blue-ey’d hag was hither brought with child, 
… 
(… the son that she did litter here,  
A freckled whelp, hag-born) not honour’d with 
A human shape. 
… 
… This misshapen knave 
His mother was a witch 
… this demi-devil 
(For he’s a bastard one). 
(Act I, Scene ii, line 269; 282-84; Act V, Scene i, lines 268-69; 272-73) 
 

Caliban is regarded as the mother’s son, for, according to Janet Adelman, he 

significantly derives his claim to the island from his mother in lieu of simply claiming 

that he had been there first: “This island’s mine by Sycorax, my mother, / Which 

thou tak’st from me” (Act I, Scene ii, line 333). For Prospero, this very claim implies 

that Caliban has his mother’s presence in himself, so Caliban becomes “an 

extension of her will in him,”93 which renders Caliban feminised, entailing a 

dangerous encroachment upon Prospero’s male space, which is, by nature, not 

compatible with the maternal one. As Paula S. Berggren also notes, “the matriarchal 

figure… is Sycorax, whose demonic power and appetites bedevil Prospero in the 

                                                
93 Janet Adelman, op. cit., p. 216. 
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shape of Caliban.”94 Therefore, in the same way as the legitimacy of Miranda 

derives from her virtuous mother, Caliban’s ‘illegitimacy’ is inherited from his 

‘vicious’ mother, thereby rendering Caliban as an appropriate other to Prospero and 

the other Europeans stranded on the island, as revealed in the attributes they 

ascribe to him: for Alonso, Caliban is a “strange thing as e’ver I looked on” (Act V, 

Scene i, line 290); Stephano and Trinculo constantly dismiss Caliban as “monster” 

associating him with such adjectives as “shallow,” “weak,” “scurvy,” “most perfidious 

and drunken,” “howling,” “puppy-headed,” “abominable” and “ridiculous;”95 Trinculo 

mistakes Caliban for a fish and later labels him a “deboshed fish” and “half a fish 

and half a monster” (Act III, Scene ii, line 25; 28), whilst Antonio calls him a “plain 

fish” (Act V, Scene i, line 266), most probably because of his smell rather than his 

shape. Thus a ‘uniformity’ is conferred upon him by his common differentiation from 

the Europeans, and he is ‘othered’ by his alterity96 from the ‘centre’: 

 
 
[Caliban] was conceived before Sycorax’s exile from Algiers. Her ‘freckled 
whelp’ (I.ii.283), an islander by birth, grew for his first twelve or so years without 
the benefits of European culture, religion and language; to Prospero he 
resembles the bestial wild man of medieval lore – unkempt, uneducated and 
thoroughly uncivilised. His ‘savagery’ is thus opposed to the ‘civility’ brought to 
the island by Europeans.97 
 

For Prospero, Caliban is a “demi-devil”; he is a creature “Whom stripes may move, 

not kindness” (Act I, Scene ii, line 346); he is described as “Filth,” “Hag-seed,” i.e., 

the offspring of a hag, “beast” and “misshapen knave” (Act I, Scene ii, line 347, 366; 

Act IV, Scene i, line 140; Act V, Scene i, line 268). The racist images by which 

Caliban is described by Prospero are significantly evoked in the context of his 

alleged rape of Miranda, a white woman: 

 
 
Prospero. … I have used thee 
 (Filth as thou art) with humane care and lodged thee 
 In mine own cell, till thou didst seek to violate 

                                                
94 Paula S. Berggren, “The Woman’s Part: Female Sexuality as Power in Shakespeare’s 
Plays,” The Woman’s Part: Feminist Criticism of Shakespeare, op. cit., pp. 17-34, p. 31. 
95 Virginia Mason Vaughan and Alden T. Vaughan, op. cit., p. 33.  
96 “Alterity,” which finds its roots in the German “alter,” denotes “Otherness” in terms of the 
systematised construction of classes of people.  
97 Virginia Mason Vaughan and Alden T. Vaughan, loc. cit. 
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 The honour of my child. 
Caliban. O ho, O ho! Wouldn’t had been done; 
 Thou didst prevent me, I had peopled else 
 This isle with Calibans.  (Act I, Scene ii, lines 346-51) 
 

According to Loomba, “[t]his stereotype reverses the trope of colonialism-as-rape 

and thus, it can be argued, deflects the violence of the colonial encounter from the 

coloniser to the colonised.”98 

Caliban, who was, in actuality, an ‘other’ in the first place due to his alterity, 

was later ‘incorporated’ into the service of the patriarch, which is a crucial feature of 

the European encounter with other peoples, and he was ‘lodged’ by Prospero in his 

own “cell.” Caliban was then ‘dislodged’ to the status of a barbaric ‘outsider’ due to 

his attempted rape of Miranda. Whether the attempted rape of Miranda by Caliban is 

Prospero’s fabrication or Caliban really attempted to commit the crime is a bone of 

contention. No such scene exists in the play displaying the attempt to rape, rather, it 

is only referred to, which manifests that no closure is intended on the issue. The aim 

in imbricating in the play such a ‘scene’ is, then, not the satisfaction of the 

voyeuristic fantasies of the implied reader, either. A question then crops up: what is 

the function of this ‘story’? What seems to be pertinent and significant is merely the 

discussions it allows for. In terms of Miranda, her rape entails an invasion of her 

integrity and identity. Since the rape of Miranda indicates ‘violating’ and taking from 

what Prospero possesses, i.e., Miranda, whom Prospero sees as his property and 

bait, her ‘violation’, then, entails one of his property and status from the point of view 

of Prospero. Adamant at hindering the miscegenation between Miranda and 

Caliban, Prospero uses this as a pre-text for removing the threat completely. This is 

mainly because “his violent sexuality is construed as derivative from the woman’s 

part, an extension of her will in him.”99 

Psychoanalytically speaking, Prospero’s suspicion of this rape is a defence 

mechanism which he uses against his White male castration anxieties concerning 

the supposed genital superiority of Black men, which is foregrounded by Frantz 

Fanon in Black Skin, White Masks.100 In this context, Prospero’s play is a theatrical 

                                                
98 Ania Loomba, 2001, op. cit., p. 79. 
99 Janet Adelman, op. cit., p. 216.  
100 Chantal Zabus, 2002, op. cit., p. 74. 
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of colonialist paradigm since “[c]olonialist legitimation has always had then to go on 

to tell its own story, inevitably one of native violence: Prospero’s play performs this 

task…”101 After this ‘story’, Caliban moves from being a colonised subject existing on 

the terms of white ‘society’ towards being marginalised, outcast and alienated from it 

in every way, until he occupies his ‘true’ and literal position as the other. It is now 

Caliban’s turn to be imprisoned in a “hard rock” as opposed to Prospero’s cultured 

“cell” lest he interfere with Prospero’s plan to use Miranda to restore his dukedom 

and guarantee his patriarchal succession. In the words of Caliban: “and here you sty 

me / In this hard rock, whiles you do keep from me / The rest o’ th’ island” (Act I, 

Scene ii, lines 343-44).102 Caliban’s banishment is hinged upon a similar pattern as 

that of Fanny Price in Mansfield Park, where the “master-slave relationship [of 

Fanny] with Sir Thomas operates on the register of two opposing discourses: 

complicity and rebellion.”103 On the one hand, 

 
 
[m]imicking Sir Thomas, willingly cooperating in her own assimilation, she 
speaks for and through him… [On the other hand,] [h]er stalwart refusal to 
marry Henry Crawford and the punishment of summery banishment she incurs 
identify Mansfield Park ideologically as an institution that rallies to 
disempower anyone who jeopardizes Sir Thomas’s landed aristocratic 
reign.104 
 

Both these characters can exercise choice, and this choice is evidence of their 

agency and autonomy; however, this comes with its price within a system that 

“draws the line at arbitrary judgement and excessive indulgence.”105 Caliban, whom 

Prospero cannot give a second birth to, as he gave to Miranda and Ariel, for he is 

made in the image of his mother, now has to be banished, as Sycorax had to be 

dead before Prospero landed on the island so that he could attempt to recover his 

absolute paternal authority on the island. Caliban’s precarious entry into the “cell,” 

i.e., ‘white’ culture, is thus ‘ruptured’ by his attempted rape of Miranda, for it 

                                                
101 Francis Barker and Peter Hulme, “Nymphs and reapers heavily vanish: the discursive 
con-texts of The Tempest,” Alternative Shakespeares, Ed. by John Drakakis, London and 
New York, Routledge, 2001, pp. 191-205, p. 201, my emphasis. 
102 My emphasis. 
103 Moira Ferguson, Colonialism and Gender Relations from Mary Wollstonecraft to 
Jamaica Kincaid: East Caribbean Connections, New York, Columbia University Press, 
1993, p. 73, my emphasis. 
104 Ibid., my emphasis. 
105 Ibid. 
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transforms the latent racism of Prospero into anger and disgust. Before that 

‘incident’ Prospero and Caliban had a mutually good relationship according to 

Caliban’s ‘narrative’ in Act I: 

 
 
… When thou cam’st first 
Thou strok’st me and made much of me; wouldst give me 
Water with berries in’t, and teach me how 
To name the bigger light and how the less 
That burn by day and night. And then I loved thee 
And showed thee all the qualities o’th’ isle: 

(Act I, Scene ii, lines 334-38)106 
 

The first line spoken by Caliban: “When thou cam’st first,” evokes the fact that the 

encounter of Prospero and Caliban is very much like the ‘first contact’ of the 

colonised and coloniser in history, in which the ‘gullible’ native inhabitant is 

invariably persuaded by the ‘cunning’ coloniser to lead him to local treasure. 

Caliban’s narrative substantiates the fact that their ‘first contact’ was similar to that 

of the Europeans and the natives in history, which was one of tender trade, which 

entailed exchanging wine and language for lessons in the topography of the island. 

For in the above speech “water with berries in’t” refers to wine since “[o]ne of the 

immediate meanings of berries in the sixteenth century was grapes.”107 Caliban also 

speaks of being taught “how / To name the bigger light and how the less,” employing 

the vocabulary of Genesis, where God creates the “bigger” and “lesser” lights, that 

is, the sun and the moon, respectively. This is the first time in the play when 

Prospero explicitly emerges as language-giver, as the origin of language in the 

political sense. 

Caliban finishes his speech by cursing himself for engaging in the tender 

trade and Prospero for usurping and enslaving him: 

 
 
This island’s mine by Sycorax, my mother, 
Which thou tak’st from me 
… 
Curs’d be I that did so! All the charms 
Of Sycorax, toads, beetles, bats, light on you! 

                                                
106 My emphasis. 
107 Eric Cheyfitz, op. cit., p. 160. 
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For I am all the subjects that you have, 
Which first was mine own King. 
 (Act I, Scene ii, lines 333-34; lines 340-42) 
 

The significance of Caliban’s narrative also lies in its quality to unravel and 

problematise the stereotypes by laying bare the ‘process’ of the construction of 

Caliban as the other. It is, then, Prospero, who is ‘barbaric’ and ‘unreliable’ since he 

is the one who betrays Caliban and who has no scruples about confiscating the 

island from its previous owner, which rankles with Caliban, unlike Ariel, who never 

claims ownership on the island but aches for his liberty. Yet Prospero harshly denies 

Caliban’s claims to sovereignty of the island in the words “Thou most lying slave” 

(Act I, Scene ii, line 346). By denying Caliban’s claim as the original owner of the 

island, Prospero erases from his play the traces of his reduction of Caliban to 

slavery and his usurpation of the island, which he justifies with what might be in fact 

a mere suspicion. Francis Barker and Peter Hulme also link this denial of 

dispossession and its justification to that of European colonial regimes: 

 
 
Through its very occlusion of Caliban’s version of proper beginnings, Prospero’s 
disavowal is itself performative of the discourse of colonialism, since this 
particular reticulation of denial of dispossession with retrospective justification 
for it is the characteristic trope by which European colonial regimes articulated 
their authority over land to which they could have no conceivable legitimate 
claim.108 
 

Prospero’s denial of Caliban’s claim to original sovereignty and his counter 

accusation of attempted rape of Miranda serve as Prospero’s only justification for 

the arbitrary rule he exercises over the island and its inhabitants, which turn of mind, 

for Mannoni, among others, is the very basis of colonialism: 

 
 
Prospero could have removed Caliban to a safe distance or he could have 
continued to civilise and correct him. But the argument: you tried to violate 
Miranda, therefore you shall chop wood, belongs to a non-rational mode of 
thinking. In spite of the various forms this attitude may take (it includes, for 
instance, working for the father-in-law, a common practice in patriarchal 

                                                
108 Francis Barker and Peter Hulme, op. cit., p. 200. 
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communities), it is primarily a justification of hatred on grounds of sexual guilt, 
which is at the root of colonial racialism.109 
 

Prospero’s view of Caliban as a potential rapist illustrates how the discourse of 

sexuality underpins colonial authority. Due to this “legitimising narrative,” in 

Prospero’s, therefore in Miranda’s eyes, Caliban110 is now a mere slave who 

 
 
does make our fire, 
Fetch in our wood, and serves in offices 
That profit us.  (Act I, Scene ii, lines 311-13) 
 

What matters to Prospero is Caliban’s function rather than his feelings, for he sees 

Caliban as his object. This, on the other hand, also attests to the fact that “absolute 

power is dependent on others and so in a sense is possessed by them as well.”111 It 

is also very significant that the first order that Prospero gives Caliban in the play 

comes at the end of this speech, where Prospero is expressing a material 

dependence: “speak!” (Act I, Scene ii, line 314). Caliban apparently knows what to 

say: “There’s wood enough within” (Act I, Scene ii, line 315), which are significantly 

the very first words of Caliban in the play. As Eric Cheyfitz notes, 
                                                
109 Octave Mannoni, op. cit., p. 339, original emphasis. 
110 The name Caliban itself is said to emphasise the cannibal stereotype as the automatic 
mark of the other in Western ethnocentric colonialist discourse. He is an archetypal 
representation of the Third World colonised subject as imagined by Europe to justify 
colonialism: “Caliban is Shakespeare’s anagram for ‘cannibal’, an expression… that comes 
in turn from the word Carib. Before the arrival of the Europeans, whom they resisted 
heroically, the Carib Indians were the most valiant and warlike inhabitants…  In the very 
letter of 15 February 1493, in which Columbus announces to the world his ‘discovery’, he 
writes: ‘I have found, then, neither monsters nor news of any, save for one island, the 
second upon entering the Indies, which is populated with people held by everyone on the 
islands to be very ferocious and who eat human flesh,’” (Roberto Fernandez Retamar, 
Caliban and Other Essays, Trans. by Edward Baker, Minneapolis, University of Minnesota 
Press, 1989, p. 6, quoted in Hande Seçkin Tekdemir, “Cursing and Curving Language in A 
Tempest by Aimé Césaire,” Tribute to Professor Oya Başak: (Re)reading Shakespeare 
in Text and Performance Selected Papers from the Oya Başak Conference May 12-14, 
2004, op. cit., pp. 161-66, p. 163). According to Meredith Anne Skura, however, “an anagram 
is not a cannibal, and Shakespeare’s use of the stereotype is hardly automatic. Caliban is no 
cannibal – he barely touches meat, confining himself more delicately to roots, berries, and an 
occasional fish; indeed, his symbiotic harmony with the island’s natural food resources is one 
of his most attractive traits. His name seems more like a mockery of stereotypes than a 
mark of monstrosity…” (Meredith Anne Skura, “Discourse and the Individual: The Case of 
Colonialism in The Tempest,” Shakespeare: An Anthology of Criticism and Theory 1945-
2000, Ed. by Russ McDonald, Blackwell Publishing, 2004, pp. 817-44, p. 823, my emphasis). 
111 Eric Cheyfitz, op. cit., p. 75. 
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The Tempest defines Prospero’s and Miranda’s survival on the island not simply 
as physical survival, but also as psychological or sociological survival: the 
essential need the Europeans have to maintain the class status that supports 
their identities… Thus… we understand that crucial to these offices is the office 
of serving itself, which defines Caliban as a “villain” (in the feudal sense of the 
word, which is inseparable from the “moral” sense) and, in defining him this 
way, defines Prospero and Miranda as nobility. In understanding the way the 
slave mediates the master’s power, we cannot separate the food that Caliban 
serves from the fact that he serves it. For in terms of the logic of Prospero’s 
power in the play, it makes no sense at all that someone who can summon up a 
tempest and wake the dead with his eloquence cannot materialize his daily 
bread with the same technology. Yet no amount of technology, no amount of 
eloquence, can in and of itself make Prospero a noble. For that he needs others 
to play the role of the lower classes.112 
 

As to Prospero’s need for a slave, Hulme has seen in this situation 

 
 
a precise match with the situation of Europeans in America during the 
seventeenth century, whose technology (especially of firearms) suddenly 
became magical when introduced into a less technologically developed society, 
but who were incapable (for a variety of reasons) of feeding themselves.”113 
 

One of the major themes in the play is Prospero’s suspicions of a possible 

miscegenation between Miranda and Caliban. As Paul Brown states, “[c]olonialist 

discourse does not simply announce a triumph for civility, it must continually 

produce it [through a struggle with rather than an assimilation of its others].114 

Hence, 

 
 
interpellated within Prospero’s narrative of sexual and racial control, the 
identities of both Caliban and Miranda must constantly be produced in terms of 
sexual struggle in which, as Prospero’s subjects, their sexuality comes under 
constant surveillance, even as one enables the repression of the other. Both 
race and gender conflicts come into play in this three-way dynamic, inhering 
within the same system of differences between colonizer and colonized, yet not 
without some dissonances within the systemic forces.115 
 

                                                
112 Ibid., p. 84. 
113 Peter Hulme, 1986, op. cit., p. 128, my emphasis. 
114 Paul Brown, op. cit., quoted in Jyotsna G. Singh, op. cit., p. 198. 
115 Ibid. The last sentence refers to the way Caliban and Miranda cannot close ranks against 
Prospero. 
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Caliban insists on his rights on the island by equating Prospero’s magic with the 

black magic practised by his mother Sycorax, and Ariel, in his master Prospero’s 

fashion but in a court jester’s voice, denies the fact: 

 
 
Caliban. As I told thee before, I am subject to a tyrant, 
 A sorcerer, that is by his cunning hath 
 Cheated me of the island. 
Ariel. [in Trinculo’s voice] 
 Thou liest. 
… 
Caliban. I say, by sorcery he got this isle. 
 From me he got it.  (Act III, Scene ii, lines 40-41; 50-51)116 
 

In the economies of the text, neither Prospero nor Miranda allow Caliban an identity 

as a desiring subject, who, in turn, wishes to gain sexual access to Miranda for the 

aim of “people[ing]… [t]his isle with Calibans” (Act I, Scene ii, lines 350-51). As 

Tzvetan Todorov suggests, “[t]hose who are not subjects have no desires.”117 

Therefore, Caliban’s potential mate is ontologically absent since the imaginary 

“Calibans” who could “people” the isle would be of another population of human, i.e., 

of a “vile race,” “capable of all ill” (Act III, Scene i, lines 352-53), for the lineage 

would be that of Sycorax. Miranda, who has ‘good natures’ and is thus the object of 

desire, stands in stark contrast to the potential mate of Caliban since the Western 

epistemology is based on a definition of the ‘native’ or ‘person of colour’ as an 

essential inferiority stamped on her/his body. This is why Caliban’s woman is 

destined to be ‘absent’ or undesired by Western discourses. Sylvia Wynter puts it 

as: 

 
 
nowhere in Shakespeare’s play, and in its system of image-making, one which 
would be foundational to the emergence of the first form of a secular world 
system, our present Western world system, does Caliban’s mate appear as an 
alternative sexual-erotic model of desire; as an alternative source of an 
alternative system of meanings. Rather there, on the New World island, as the 
only woman, Miranda and her mode of physiognomic being… is canonized as 
the ‘rational’ object of desire; as the potential genitrix of a superior mode of 

                                                
116 My emphasis. 
117 Tzvetan Todorov, The Conquest of America: A Question of the Other, Trans. by 
Richard Howard, New York, Harper and Row, 1984, p. 130. 
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human ‘life’, that of ‘good natures’ as contrasted with the ontologically absent 
potential genitrix – Caliban’s mate…118 
 

The following speech by Caliban not only reveals the measure of Prospero’s 

despotism but also the way he feminises the island, associating it with his mother: 

 
 
Be not afeared, the isle is full of noises, 
Sounds and sweet airs that give delight and hurt not. 
Sometimes a thousand twangling instruments 
Will hum about mine ears; and sometimes voices, 
That if I then had waked after long sleep, 
Will make me sleep again; and then in dreaming, 
The clouds, methought, would open and show riches 
Ready to drop upon me, that when I waked 
I cried to dream again.  (Act III, Scene ii, lines 135-43) 
 

For Langbaum, this speech by Caliban 

 
 
catches the world of nature between metamorphoses, between noise and 
music, sleep and waking. We say he renders the magical atmosphere of the 
island. We mean by this, that, like Ariel in his songs, Caliban in this lovely 
speech shows the appearance of things as fluid and ever-changing aspects of a 
single force – a force that is beneficient, though it may seem in certain aspects 
evil.119 
 

In Bachelardian terms, the above passage epitomises Caliban’s “intimacy” with the 

island as his “home”; it thus reveals Caliban’s yearning for his lost mother, as 

evident in the island’s portrayal in his mind as unrealistically beautiful. Given that the 

island and the pastoral can be regarded as an autonomous female space, coupled 

with the fact that this specific island is identified with Sycorax’s regenerative body, 

the island can be regarded as Caliban’s ‘mother’land. Therefore, Caliban’s such a 

yearning for connection with the stolen land symbolises his endeavour to connect 

with his lost mother as a reaction to his dispossession and banishment informed by 

                                                
118 Sylvia Wynter, “From ‘Beyond Miranda’s Meanings: Un/Silencing the ‘Demonic Ground’ of 
Caliban’s ‘Woman,’” Post-Colonial Theory and English Literature, Ed. by Peter Childs, 
Edinburgh, Edinburgh University Press, 1999, pp. 93-98, p. 95. 
119 Robert Langbaum, “Introduction,” The Tempest, Signet Classics, 1998, pp. lxiii-lxxvii, p. 
lxxi. 
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the dynamics of patriarchy and colonisation. Leaning upon Bhabha’s elaboration on 

darkness as skin colour, which indexes lack of knowledge and culture in racist 

discourse, the darkness attributed to Caliban symbolises his wish to have an 

encounter with his mother: 

 
 
For if ‘skin’ in racist discourse is the visibility of darkness, and a prime signifier 
of the body and its social and cultural correlates, then we are bound to 
remember… [t]he pleasure-value of darkness is a withdrawal in order to know 
nothing of the external world. Its symbolic meaning, however, is thoroughly 
ambivalent. Darkness signifies at once both birth and death; it is in all cases a 
desire to return to the fullness of the mother, a desire for an unbroken and 
undifferentiated line of vision and origin.120 
 

At the end of the play, Caliban is allowed to “return[…] to the maternal body of the 

world.”121 However, now the body of that island has been spoiled for him, its “fresh 

springs, brine pits, barren place and fertile” (Act I, Scene ii, line 340) have been 

renamed in the father’s language and estranged from Caliban, which will prevent 

him from having a bodily encounter with the mother. Prospero’s speech in Act V, 

where he acknowledges Caliban: “This thing of darkness I / Acknowledge mine” (Act 

V, Scene i, lines 275-76), emblematises Prospero’s patriarchal tendency to 

incorporate all to the point of eliding differences, as well as the fact that Caliban is 

away from the category of the human in his eyes, as evident in the word “thing.” As 

Adelman notes, “[a]cknowledged but unassimilated, in the end he [Caliban] is 

banished like his mother, left alone on her island when Prospero leaves.”122 

Perpetually excluded from the island, crying to dream again of a lost connection with 

the place of abundance, “Caliban is the final register of Shakespeare’s ambivalence 

toward what it means – from Hamlet on – to be a mother’s son.”123 

                                                
120 Homi K. Bhabha, 2004, op. cit., p. 117. 
121 Janet Adelman, op. cit., p. 237. 
122 Ibid. 
123 Ibid., p. 238. 
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2.4. Colonial and Feminine Mimicry 

 
 

Leaning upon Homi Bhabha’s conceptualisation of ambivalence within the 

conflictual economy of colonial discourse, it could be claimed that Caliban is 

paradoxically both powerful and powerless in the economy of encounter operating 

between Prospero the coloniser and Caliban the colonised subject: 

 
 
It is recognizably true that the chain of stereotypical signification is curiously 
mixed and split, polymorphous and perverse, an articulation of multiple belief. 
The black is both savage (cannibal) and yet the most obedient and dignified of 
servants (the bearer of food); he is the embodiment of rampant sexuality and 
yet innocent as a child; he is mystical, primitive, simple-minded and yet the 
most worldly and accomplished liar, and manipulator of social forces. In each 
case what is being dramatized is a separation – between races, cultures, 
histories, within histories – a separation between before and after that repeats 
obsessively the mythical moment of disjunction.124 
 

In the relationship between Prospero and Caliban, there exists a tension springing 

from the ambivalence between Prospero’s desire for Caliban to be a ‘civilised’ 

alterity and the simultaneous colonial desire of Prospero for Caliban to be the 

repressed other. This ambivalence in his attitude forces Caliban the colonised 

subject to merely ‘mimic’ his master since the result cannot be exactly the same as 

Prospero’s. As Bhabha points out, “mimicry represents an ironic compromise,” 

which entails that “colonial mimicry is the desire for a reformed Other, as a subject 

of a difference that is almost the same, but not quite.” Caliban as the ‘mimic’ subject 

has become like the coloniser but at the same time remained different; therefore, to 

borrow Lacan’s word, Caliban is “‘mottled,” that is, he is both the object of the 

colonial relationship since he is ‘inappropriate’ in the new discourse, and the subject 

since he poses a menace to the stability of the colonial order by problematising the 

imposition of a dominant binary discourse, which positions him as the other, and by 

creating the space of an in-between. 

On the other hand, as it suits the ambivalent nature of the colonial 

relationship, mimicry functions not only as a threat to colonial power, but also as a 

                                                
124 Homi K. Bhabha, 2004, op. cit., p. 118, original emphasis. 
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form of it: the ‘inappropriateness’ of Caliban as the colonised other through mimicry 

justifies the continuation of colonial appropriation since “[t]he success of colonial 

appropriation depends on a proliferation of inappropriate objects that ensure its 

strategic failure, so that mimicry is at once resemblance and menace.”125 It is within 

this context that the ambivalent mental state of Prospero, who is narcissistic on the 

one hand and paranoiac on the other, can be justified. 

Within this context, Miranda also has an ambivalent role when linked to 

Prospero as the woman-coloniser, and at the same time with Caliban, as she is just 

as colonised as he is, thus being in the liminal situation of what is termed “half-

colonization” by Robin Visel. In Leininger’s words: 

 
 
[E]ven though Miranda occupies a place next to Prospero in the play’s hierarchy 
and appears to enjoy all of the benefits which Caliban, at the base of that 
hierarchy, is denied, she herself might prove a victim to the play’s hierarchical 
values.126 
 

In her article “Knowledge in The Tempest,” Alice Hall Petry enumerates the ways in 

which “he [Caliban] parallels Miranda.”127 However, succumbing to the Law of the 

Father, Miranda acts like a typical coloniser in her relationship with Caliban, 

employing, as Lamming points out, the thought and vocabulary of her father. 

However, the relationship between language and women is a paradoxical one. 

Laura Donaldson refers to this as the Miranda Complex propounding that Miranda 

the Anglo-European woman 

 
 

                                                
125 Ibid., p. 127, my emphasis. 
126 Lorrie Jerrell Leininger, op. cit., p. 286. 
127 Alice Hall Petry, “Knowledge in The Tempest,” Modern Language Studies, Vol. 11, No. 
1, Winter, 1980-1981, pp. 27-32, p. 27. She enlists the major similarities as follows: “[c]learly 
both Miranda and Caliban (1) have noble blood and (2) are the offspring of supernatural 
beings, twin parallelisms which almost surely are consciously and deliberately designed. But 
although the children of individuals possessing supernatural powers, neither Miranda nor 
Caliban seems to possess any: consequently, both characters are manipulated easily by 
Prospero... whereas Miranda’s and Caliban’s situations differ slightly insofar as Caliban is 
painfully aware of Prospero’s manipulations, it is nevertheless true that both characters are 
in Prospero’s control, and that their ignorance or naivete is responsible for their being simply 
incapable of resisting him,” (Ibid., p. 28, original emphasis). For further discussion on the 
issue, see the quoted article. 



 139

offers us a feminine trope of colonialism, for her textual and psychological 
selflessness… exposes the particular oppression of women under the rule of 
their biological and cultural Fathers. Like Caliban, Miranda has been “colonized 
and tricked” and exists only “as man’s other side, his denied, abused, and 
hidden side. She has constantly been the embodiment of a nonculture…”128 
 

Since, Judith Butler espouses, “the paternal law structures all linguistic 

signification,”129 women are condemned to live in ‘exile’, on the margins of this 

‘house of language’. Within this framework, the language Miranda speaks and 

teaches does not belong to her but to Prospero the patriarch, ironically rendering 

Miranda colonised by the very language she so vehemently uses and teaches 

Caliban, the inappropriate signifier of colonial discourse. At the same time, however, 

this is also subversive leaning on the strategy of resistance called “mimetic 

appropriation,” as developed by Irigaray. 

Miranda has got “a marginal role within a kinship system in which all the 

three males [Prospero, Caliban and Ferdinand] are bonded through their competing 

claims on her.”130 Therefore, Sylvia Wynter proposes that 

 
 
if, before the sixteenth century, what Irigaray terms as ‘patriarchal discourse’ 
had erected itself on the ‘silenced ground’ of women, from then on, the new 
primarily silenced ground (which at the same time now enables the partial 
liberation of Miranda’s hitherto stifled speech), would be that of the majority 
population-groups of the globe – all signified now as the ‘natives’ (Caliban’s) to 
the ‘men’ of Prospero and Fernando, with Miranda becoming both a co-
participant, if to a lesser derived extent, in the power and privileges generated 
by the empirical supremacy of her own population; and as well, the beneficiary 
of a mode of privilege unique to her, that of being the metaphysically invested 
and ‘idealized’ object of desire for all classes (Stephano and Trinculo) and all 
population-groups (Caliban).131 
 

                                                
128 Laura E. Donaldson, “The Miranda Complex: Colonialism and the Question of Feminist 
Reading,” Diacritics, Vol. 18, No. 3, Autumn 1988, pp. 65-77, p. 68. 
129 Judith Butler, Gender Trouble: Feminism and the Subversion of Identity, New York 
and London, Routledge, 1990, p. 79. 
130 Jyotsna G. Singh, op. cit., p. 198, original emphasis. 
131 Sylvia Wynter, op. cit., p. 95, original emphasis. 
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Miranda’s subject-position is thus “the sexual object of both the Anglo-American [or 

European] male and the native other [Caliban].”132 In addition to Prospero and 

Ferdinand, and later Stephano and Trinculo, Caliban also construes Miranda as an 

object of desire, as exemplified in his (answer to his) alleged rape, which overrides 

Miranda’s so-called position of colonial superiority over Caliban. This is Caliban’s 

own quest for mastery through one of patriarchy’s most dehumanising and 

oppressive weapons – the threat of rape, owing to which he would have numerical 

strength against the power of Prospero. Caliban is bent on seeing Miranda in terms 

imposed by patriarchal economies, i.e., as objet d’art, thinking Miranda is far more 

beautiful than her mother: 

 
 
I never saw a woman 
But only Sycorax, my dam, and she; 
But she as far surpasseth Sycorax 
As great’st does least, 

(Act III, Scene ii, lines 100-02) 
 

For Laura Donaldson, Caliban 

 
 
sees in Miranda only the distorted being of women as sexual receptacles and 
patronymic extensions. Such a misprision, or ontological misunderstanding, 
prevents him from grasping how similarly Prospero dominates both “daughter” 
and “native”: trapped in this terrible irony, Caliban reinforces, rather than 
weakens, the chains of their mutual enslavement.133 
 

Prospero alleges that Caliban is “a born devil, on whose nature / Nurture can never 

stick” (Act IV, Scene i, lines 188-89), that is, he is a ‘natural’ man who simply cannot 

be civilised or assimilated into culture. According to Loomba, “Miranda suggests 

otherwise, pointing out that Caliban does learn his master’s language. But she says, 

there is a quality in him which makes him irreducibly different:”134 “thy vile race… 

had that in’t which good natures / Could not abide to be with” (Act I, Scene ii, lines 

                                                
132 Laura E. Donaldson, Decolonizing Feminisms: Race, Gender, and Empire-Building, 
Chapel Hill, University of North Carolina Press, 1992, p. 17, quoted in Jyotsna G. Singh, op. 
cit., p. 203. 
133 Laura E. Donaldson, 1988, op. cit., p. 70. 
134 Ania Loomba, Shakespeare, Race and Colonialism, Oxford, Oxford University Press, 
2002, p. 163. 
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360-62). Borrowing her father’s words, Miranda addresses Caliban as “abhorred 

slave” (Act I, Scene ii, line 354), and for her, “’[t]is a villain sir, / I do not love to look 

on” (Act I, Scene ii, line 309) because Caliban’s different appearance seems to her 

to be an inherent sign of his villainy. Thus, avers Loomba, “she reverses 

Montaigne’s terms by associating ‘good natures’ with Europeans, and Caliban with 

an uncivilized but far from innocent, monstrous ‘race.’”135 

It is apparent that neither of these victims of the colonialist Prospero can 

‘see’ each other. Without a transforming correction of vision, Miranda and Caliban 

seem doomed to fail in their struggle against Prospero’s hegemony. As Fanon 

observes in Black Skin, White Masks, 

 
 
the only means of breaking this vicious circle that throws me back on myself is 
to restore to the other, through mediation and recognition, his human reality… 
The other has to perform the same operation. “Action from one side only would 
be useless, because what is to happen can only be brought about by means of 
both.”136 
 

Caliban protests against being forced to learn a language he does not in fact need, 

and the whole conflict is epitomised in the passage, where Miranda reveals her 

civilising impulses toward him saying, in her father’s fashion, that she taught Caliban 

to speak ‘her’ language: 

 
I pitied thee, 
Took pains to make thee speak, taught thee each hour 
One thing or other. When thou didst not, savage, 
Know thine own meaning, but wouldst gabble like 
A thing most brutish, I endowed thy purposes 
With words that made them known. 

(Act I, Scene ii, lines 355-58) 
 

                                                
135 Ania Loomba, Ibid. In his essay, “Of Cannibals,” which is said to have inspired 
Shakespeare, Montaigne claims “the association of savages with primordial nature was not 
always read as an index of their innocence and goodness, rather, as Montaigne suggests, it 
usually signified the inferiority of the inhabitants of the New World, and their being versions 
of the uncivilized and brutish wild men of medieval legends,” (Ibid., pp. 161-62). 
136 Frantz Fanon, op. cit., p. 217. 
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Caliban’s reply to Miranda discloses his contempt, rather than a feeling of 

appreciation: 

 
 
You taught me language, and my profit on’t 
Is I know how to curse. The red plague rid you 
For learning me your language. 

(Act I, Scene ii, lines 364-66) 
 

Miranda offers Caliban instruction in civilised speech; in Brathwaite’s words, she has 

become “a kind of broker to encourage Caliban to move away from his mother 

culture, his mother language, and toward the language and culture of Prospero.”137 

The language, and culture, thus turns into a tool of domination and conquest: “[t]he 

linguistic exchange between the learned Prospero [and Miranda] and the unlettered 

Caliban has become an allegory of colonial relations,” which suggests “an 

imbalance of speech” that creates “cultural difference between Europe and its 

others.”138 Therefore, this fight over language is apparently a symbolic fight, 

predicated upon the issue of control and supremacy. When Caliban the subaltern 

speaks, in Gayatri Spivak’s terms, his subjectivity is contained and mediated within 

the limits of the coloniser’s tongue as well as the social structures that enforce 

hegemonic discourses.139 In a similar vein, George Lamming notes that Prospero is 

counting on the fact that “[l]anguage... is the very prison in which Caliban’s 

achievements will be realized and restricted.”140 Which comes to mean that Caliban, 

as a subaltern in Prospero’s plot, is placed as the other the moment he says ‘I’. 

However, Caliban, who has no power to resist him physically, mounts a 

linguistic challenge against Prospero, so his threat is largely symbolic.141 It is 

                                                
137 Edward Kamau Brathwaite, op. cit., p. 45. 
138 Ania Loomba, “Shakespeare and Cultural Difference,” Alternative Shakespeares Vol. II, 
Ed. by Terence Hawkes, London and New York, Routledge, 1996, pp. 164-91, p. 172. 
139 For a discussion of the “subaltern,” see Gayatri Spivak, “Can the Subaltern Speak?” 
Marxism and the Interpretation of Literature, Ed. by Cary Nelson and Lawrence 
Grossberg, Chicago, University of Illinois Press, 1988, pp. 271-313. 
140 Quoted in Roberto Fernández Retamar, “Caliban: Notes Toward a Discussion of Culture 
in Our America” (1971), Caliban and Other Essays, Trans. by Edward Baker, Minneapolis, 
University of Minnesota Press, 1989, pp. 3-45, p. 13. 
141 Meredith Anne Skura, op. cit., p. 829. 
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revealed that Caliban’s speech is “more than just his master’s voice.”142 According to 

Loomba, 

 
 
Caliban’s poetry has long been read as evidence of an oral culture, sensibility 
and intelligence that undermines and challenges Prospero’s view of him as a 
brute. And if The Tempest became a parable it was also because, for a variety 
of anti-colonial activists, it encoded, or could be altered to indicate, the 
possibility of subaltern resistance… It is Prospero’s gift of language that 
initiates the resistance of his slave.143 
 

Caliban is well alive to the fact that whereas his curses remain mere figures of 

speech, Prospero’s curses, his verbal art, have the power to literalise themselves. 

When Caliban appears reluctant to continue his work and Prospero threatens a 

curse in Act I, Caliban responds in an aside: 

 
 
I must obey; his art is of such power, 
It would control my dam’s god Setebos, 
And make a vassal of him. 

(Act I, Scene ii, lines 373-75) 
 

Therefore, there is no profit for Caliban in learning the Europeans’ language: much 

as he now has the power of naming and knows how to curse, he does not know how 

to curse in the eloquent manner of Prospero, after all. On the other hand, called “[a] 

thing most brutish” (Act I, Scene ii, line 357) as he is, he is competent in the 

language and speaks some of the most poetic lines in the play, and his major 

speeches are in blank verse, which signals the fact that Caliban conforms to the 

Law of the Father and has even surpassed the native speaker, Miranda. However, 

in line with what Bhabha propounds, that every concept the coloniser brings to the 

colonised will itself be reborn and reinterpreted in the light of the other’s culture, 

Caliban’s diction differs – in a positive sense – from Miranda’s and Prospero’s in that 

 
 

                                                
142 Ania Loomba, 1996, op. cit., p. 174. An earlier example illustrating this can be found in 
Calibans “Be not afeared” speech on p. 136. 
143 Ibid., pp. 172-73, my emphasis. 
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his words express unique apprehension of the natural world, gleaned from his 
physical experience of island life in the sound of storms, the sting of porcupines, 
the hiss of adders and the music of the wind. The other characters have little, if 
anything, to say about Caliban’s world; the function of much of their ‘civilization’ 
(clothing, utensils, cells) is to protect them from its rigours. Caliban’s rhetoric 
invests the island with reality.144 
 

Caliban thus emerges as an ambivalent figure, occupying the position of the mimic 

man who is both resemblance and menace to the authority of the patriarch and the 

coloniser. 

 
 
 

2.5. Carnivalesque Parody of Colonialism 

 
 

Caliban’s ‘first contact’ and abortive conspiracy with Alonso the King of 

Naples’ butler Stephano and the jester Trinculo to murder Prospero in Act II 

parodies the power relationships that exist between Prospero and others, as well as 

the original conspiracy of ‘high’ characters, namely, Antonio and Alonso, against 

Prospero years ago, and the tender trade between him and Prospero that Caliban 

narrates in Act I. The very first ‘encounter’ of Caliban with ‘low’, i.e., comic, 

conspirators Stephano and Trinculo is itself a parody: 

 
 

Stephano. This is some monster of the isle, with four legs, who hath got, as 
I take it, an ague. Where the devil should he learn our 
language? I will give him some relief, if it be but for that. If I can 
recover him and keep him tame, and get to Naples with him, 
he’s a present for any emperor that ever trod on neat’s leather. 

Caliban. Do not torment me, prithee. I’ll bring my wood home faster. 
… 
Caliban. … Thou dost me yet but little hurt… Now Prosper works upon 

thee. 
Stephano. Come on your ways; open your mouth. Here is that which will 

give language to you, cat. Open your mouth!... [Pours into 
Caliban’s mouth]  (Act II, Scene ii, lines 64-70; 78-84)145 

 

                                                
144 Virginia Mason Vaughan and Alden T. Vaughan, op. cit., p. 23. 
145 My emphasis. 
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As evidenced by the above dialogue, this sub-plot between Caliban, Stephano and 

Trinculo mirrors, in a carnivalesque manner, the relationship between Prospero and 

others, which is also implied in what Caliban says: “Now Prosper works upon thee.” 

As soon as Caliban utters these words, Stephano parodies the way Caliban is 

taught the language: he pours into his mouth some liquor which, he claims, will 

endow him with ‘language’ since it would even make a cat speak. In the ensuing 

excerpt from their lengthy exchange, the analogy between the ‘book’ and ‘bottle’ is 

made abundantly clear: 

 
 

Caliban. These be fine things, an if they be not sprites; 
 That’s a brave god and bears celestial liquor. 
 I will kneel to him. 
Stephano. How didst thou scape? How cam’st thou hither? Swear by this 

bottle how thou cam’st hither. I escaped upon a butt of sack, 
which the sailors heaved o’erboard – by this bottle, which I 
made of the bark of a tree with mine own hands since I was 
cast ashore. 

Caliban. I’ll swear upon that bottle to be thy true subject, for the liquor 
is not earthly. 

… 
Stephano.  Here, kiss the book.  (Act II, Scene ii, lines 114-23; 127)146 
 

That Stephano escaped on a “butt of sack” reiterates the wording of Prospero, who 

escaped with Miranda on a butt, thus bracketing him with Prospero. Stephano offers 

his ‘bottle’ to Caliban, whom he wants to swear by it, and he uses the words ‘bottle’ 

and ‘book’ interchangeably when he says, “kiss the book.” As far as ‘authority’ goes, 

they are, then, on a par. It clearly parodies Prospero’s use of books as a means of 

exercising power upon others and the tender trade between the Europeans and 

natives, i.e., the exchange of wine and language in return for learning about the 

island, for “Stephano realizes his control of the wine cask determines his authority, a 

parallel to Prospero’s control of a different sort of ‘spirits.’”147 The analogy is calcified 

when “Caliban promises to do for Stephano what he did for Prospero twelve years 

earlier, thus underscoring the parallel between Stephano’s liquor and Prospero’s 

magic:”148 

                                                
146 My emphasis. 
147 Virginia Mason Vaughan and Alden T. Vaughan, op. cit., Notes at II.ii.127. 
148 Ibid., Notes at II.ii.145. 
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Caliban. I’ll show thee every fertile inch o’th’ island, 
 And I will kiss thy foot. I prithee, be my god. 
… 
 I’ll kiss thy foot. I’ll swear myself thy subject. 
Stephano. Come on, then, down and swear. 
… 
Caliban. I’ll show thee the best springs; I’ll pluck thee berries; 
 I’ll fish for thee, and get thee wood enough. 
 A plague upon the tyrant that I serve! 
 I’ll bear him no more sticks but follow thee, 
 Thou wondrous man. 
Trinculo. A most ridiculous monster – to make a wonder of a poor 

drunkard!  (Act II, Scene ii, lines 145-46; 157-63) 
 

The “liquor” that is “not earthly” which is contained in Stephano’s “bottle” is as much 

a parody of Prospero’s books and his arbitrary exercise of power as it is one of the 

Bible and the Christian missionaries who converted the colonised subjects. This 

could be derived, among others, from the following extract from Richard Hakluyt’s 

Discourse of Western Planting (1584), in which he provides the rationale for the 

colonisation of North Americans, who are, in his point of view, 

 
 
very easie to be perswaded, and doo all that they sawe the Christians doo in 
their divine service with like imitation and devotion, and were very desirous to 
become Christians… [The English must] plant… one or twoo Colonies of our 
nation uppon that fryme… and firste learne the language of the people nere 
adjoyninge (the gifte of tongues beinge nowe taken awaye), and by little and 
little acquainte themselves with their manner, and so with discrecion and 
myldenes distill into their purged myndes the swete and lively liquor of 
the gospell.149 
 

This parodying in the play finds its theorisation in Homi Bhabha’s seminal article 

“Signs Taken for Wonders,” in which, taking his starting point as instances in literary 

works where the natives are portrayed to be amazed at seeing “the English book,” 

i.e., the Bible, for it is the first time they see a printed book in their lives, he contends 

that “the English book” is a “sign taken for wonders” that “figures those ideological 

correlatives of the Western sign – empiricism, idealism, mimeticism, 

monoculturalism (to use Edward Said’s term) that sustain a tradition of English 

                                                
149 Richard Hakluyt, Discourse of Western Planting in The Original Writings & 
Correspondence of the Two Richard Hakluyts, Ed. by E. G. R. Taylor, London, The 
Hakluyt Society, 1935, Vol. 2, pp. 214-15, my emphasis. 
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‘cultural’ authority,”150 being a fetishised sign that glorifies the epistemological 

centrality and permanence of European dominance. However, Bhabha’s prime 

argument is that although the English book seems to accentuate the fixity of colonial 

power with its discursive capacity to narrate thus disseminate a European cultural 

heritage, it is paradoxically an emblem of “colonial ambivalence” that suggests the 

weakness of colonial discourse and its susceptability to mimetic subversion since it 

is used by the coloniser and colonised alike: 

 
 
The discovery of the book installs the sign of appropriate representation: the 
word of God, truth, art creates the conditions for a beginning, a practice of 
history and narrative. But the institution of the Word in the wilds is also an 
Entstellung, a process of displacement, distortion, dislocation, repetition…151 
 

Instead of describing the fixity or irreducability of European rule, the book, then, 

betrays these foundations of authority by empowering the colonised subject with a 

mode of resistance against imperial oppression: 

 
 
The discovery of the English book establishes both a measure of mimesis and a 
mode of civil authority and order. If these scenes, as I have narrated them, 
suggest the triumph of the writ of colonialist power, then it must be conceded 
that the wily letter of the law inscribes a much more ambivalent text of authority. 
For it is in-between the edict of Englishness and the assault of the dark unruly 
spaces of the earth, through an act of repetition, that the colonial text emerges 
uncertainly... Consequently, the colonial presence is always ambivalent, split 
between its appearance as original and authoritative and its articulation as 
repetition and difference… the colonial scene as the invention of historicity, 
mastery, mimesis or as the ‘other scene’ of Enstellung, displacement, fantasy, 
psychic defence, and an ‘open’ textuality.152 
 

As the colonised subject’s repetition of the English book invariably involves a 

changing of its nuances, the book is now hybrid: 

 
 
[i]f the appearance of the English book is read as a production of colonial 
hybridity, then it no longer simply commands authority. It gives rise to a series 

                                                
150 Homi K. Bhabha, 2004, op. cit., p. 150. 
151 Ibid., p. 149. 
152 Ibid., pp. 152-53. 
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of questions of authority… Hybridity intervenes in the exercise of authority not 
merely to indicate the impossibility of its identity but to represent the 
unpredictability of its presence. The book retains its presence, but it is no longer 
a representation of an essence; it is now a partial presence, a (strategic) device 
in a specific colonial engagement, an appurtenance of authority…153 
 

Thus the carnivalesque parodying of Stephano and Trinculo serve to disclose the 

ambivalence of Prospero’s books as sites of both power and resistance. 

The ensuing lines further enact the arbitrary rule of Prospero over the island 

when Stephano, Caliban’s new god, claims ownership over it: “I prithee, now, lead 

the way without any more talking. Trinculo, the King and all our company else being 

drowned, we will inherit here” (Act II, Scene ii, lines 170-73).154 Miming his new 

master, Caliban, whom Stephano calls “Monsieur Monster” (Act III, Scene ii, lines 

15-17) mockingly, “(Sings drunkenly.) Farewell, master; farewell, farewell!” (Act II, 

Scene ii, lines 174-75) and delights at his so-called newly-found freedom: 

 
 
No more dams I'll make for fish, 
Nor fetch in firing 
At requiring 
Nor scrape trenchering, nor wash dish 
Ban’ ban’ Ca-caliban, 
Has a new master, get a new man. 
Freedom, high-day; high-day freedom; freedom high-day, freedom. 

                           (Act II, Scene ii, lines 176-81)155 
 

The reiteration of the negations “no” and “nor” emblematises Caliban’s refusal to 

serve, and his deconstruction of his name in the fifth line indexes the negation and 

the curse contained in the meaning of “ban,” which means “to curse, execrate.”156 

Caliban thus refuses to serve, to be named and to speak Prospero’s language, 

thereby ontologically disrupting or tranforming the absolute authority of Prospero, 

much as the song’s message of “freedom” is comical. In this speech above, what is 

also salient is that 

                                                
153 Ibid., pp. 161; 163. 
154 My emphasis. 
155 My emphasis. 
156 “ban,” Webster’s Encyclopedic Unabridged Dictionary of the English Language, op. 
cit., p. 116. 
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Caliban’s speech [is] largely prose, but… Caliban speaks the only verse in this 
scene when he describes the wonders of the island in speeches that set him 
apart from Stephano and Trinculo. Because Miranda and Prospero were 
members of the nobility and taught him their language, Caliban’s poetic idiom 
reflects their characteristic speech rather than the lower-class prose of Trinculo 
and Stephano.157 
 

The attempted conspiracy devised by Caliban, Stephano and Trinculo is also 

a carnivalesque parody of Antonio’s usurpation of Prospero’s dukedom evident in 

the conspirators’ excessive drinking and their preoccupation with the body, i.e., 

clothes, rather than the mind, i.e., books. In order to turn the island into his “brave 

kingdom” (Act III, Scene ii, line 144), Stephano plots to “kill this man [Prospero]” so 

that “His daughter and I will be king and queen – save our graces – and Trinculo 

and thyself shall be viceroys” (Act III, Scene ii, lines 106-09). Adamant at realising 

their “good mischief” (Act IV, Scene i, line 217) and destroying Prospero, they enter 

his ‘cell’ in order to get Prospero’s books. This is because if Prospero’s rule over the 

foreign island, as Caliban explains, is hinged upon his command of certain ‘texts’, 

then any attempt to question, undermine or overthrow his power must aptly begin by 

taking from him these instruments of power. Caliban instructs them thus: 

 
 
Remember 
First to possess his books, for without them 
He’s but a sot, as I am, nor hath not 
One spirit to command: They all do hate him 
As rootedly as I. Burn but his books. 

(Act III, Scene ii, lines 91-94) 
 

The carnivalesque qualities are nowhere more evident than in the scene when they 

enter the “cell,” and forgetting about the books, they put on Prospero’s clothes. 

Stephano is now literally disguised as King: 

 
 

Trinculo. [Sees the clothes.] O King Stephano! O peer! O worthy 
Stephano! Look what a wardrobe here is for thee! 

Caliban. Let it alone, thou fool; it is but trash. 
Trinculo. O ho, monster; we know what belongs to a frippery! O King 

Stephano!  [Puts on a garment.] 

                                                
157 Virginia Mason Vaughan and Alden T. Vaughan, op. cit., Notes at II.ii.157-61. 
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… 
Trinculo. We steal by line and level, an’t like your grace. 
Stephano. I thank thee for that jest; here’s a garment for’t. Wit shall not go 

unrewarded while I am king of this country. ‘Steal by line and 
level’ is an excellent pass of pate. There’s another garment for’t. 

    (Act IV, Scene i, lines 222-27; 239-44)158 
 

What is evident in the scene is that Caliban, who spearheads the conspiracy, is 

more aware of the futility of the ‘authority’ attributed to clothes, that “it is but trash,” 

but accentuates the power of the books, whereas Stephano and Trinculo are thrilled 

that they “steal by line and level,” that they are skilful thieves to give customers short 

measure. Their plan duly backfires when, during the aforementioned masque scene, 

Prospero suddenly remembers the conspiracy and has spirits in the guise of dogs 

and hounds, who become vagina dentatas with their gaping mouths, chase them. 

***** 

In sum, Prospero the central patriarch posits himself as the sole arbiter of the 

‘truth’, which is his greatest symbol of control and superiority, and employs magic to 

further exercise ‘absolute’ control over other figures. This is due to Prospero’s 

“paternal narcissism: the prevailing sense that there is no worthiness like a father’s, 

no accomplishment or power, and that Prospero is the father par excellence.”159 

However, the play takes as its premise that the structures of male dominance grow 

out of and mask fears of female power. The matriarchal texts opened up by various 

figures and symbols act as sites of resistance, signifying a limit to the powers of the 

patriarch. Male dominance and ‘unstanched wenches’ are observed to be 

incompatible since the patriarch construes the existence of these as an ‘erosion’ or 

‘invasion’ of his ‘absolutely’ patriarchal space, and he especially fears any possibility 

of a complicity between them, since, as Bhabha suggests, narcissism and paranoia 

                                                
158 My emphasis. 
159 David Sundelson, “‘So rare a wonder’d father’: Prospero’s Tempest,” Representing 
Shakespeare: New psychoanalytic essays, Ed. by Murray M. Schwartz and Coppélia 
Kahn, Baltimore and London, Johns Hopkins University Press, 1980, pp. 33-53, quoted in 
Ann Thompson, op. cit., p. 51. 
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are intrinsic to colonial authority: “the other side of narcissistic authority may be the 

paranoia of power.”160 

Prospero’s plot is inflicted by patriarchal and colonial cadences since he is 

the European explorer figure who takes charge of an island and has civilising 

impulses. Through the intersecting discourses of oppression in terms of both race 

and gender, the play presents an opportunity for an exploration of such issues as 

colonisation through physical and psychological domination; history and its relation 

to truth and authorship; language and its colonising power in terms of naming, 

appropriation and distortion. Rather than presenting the ‘product’, the play illustrates 

such constructions in ‘process’, thus opening them into the scrutiny of the implied 

reader. The physically real effects of Prospero’s magic, e.g., Ferdinand’s paralysis 

or the pack of hounds that chase the conspirators, springs from an anxiety at his 

inability to control people’s minds, which is what he most desperately wants. 

Stephano duly says, “Thought is free” (Act III, Scene ii, line 121). 

However much, on the surface level, the patriarchal plot is realised, the 

matriarchal texts in the play cannot be banished totally and everything “melts” in and 

is devoured by Nature, which is clearly marked by the feminine gender. Whether it is 

bountiful or terrible, one thing is certain: its presence is pervasive and powerful. This 

is why the speech of Prospero when he gives up magic at the end cannot sound an 

optimistic note: 

 
 
Our revels are now ended. These our actors, 
As I foretold you, were all spirits, and 
Are melted into air, into thin air; 
And, like the baseless fabric of this vision, 
The cloud-capp’d towers, the gorgeous palaces, 
The solemn temples, the great globe itself, 
Yea, all which it inherit, shall dissolve, 
And, like this insubstantial pageant faded, 
Leave not a track behind. We are such stuff 
As dreams are made on; and our little life 
Is rounded with a sleep. Sir, I am vex’d; 
Bear with my weakness; my old brain is troubled: 
Be not distur’d with my infirmity: 
If you be pleased, retire in my cell, 
And their repose: a turn or two I’ll walk, 
To still my beating mind.  (Act IV, Scene i, lines 148-62)161 

                                                
160 Homi K. Bhabha, 2004, op. cit., p. 100, original emphasis. 
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That Prospero addresses the audience revealing that “these actors” were all spirits 

is, in anachronistic terms, a metafictional device. What is evident in this speech is 

the fact that Prospero himself sees the vanity of its own “empire” and feels its 

mortality and powerlessness. The above speech can be interpreted from two 

interrelated points of view: the powerlessness of patriarchy and imperialism. As Don 

Cameron Allen notes: 

 
 
When Prospero talks about ruined towers, temples, and palaces, he may be 
speaking in general terms, but a travelled Jacobean… would certainly think of 
the waste of Imperial Rome. No dream was ever greater than this imperial one; 
no dream ever passed more sadly and left grander evidence of its passing.162 
 

The “ruining” of these artefacts necessitates one word on the everlasting struggle 

that exists between art and nature, as is the struggle of Prospero as an artist: 

 
 
Everything is melting in nature… Nature is blooming and withering in long puffy 
respirations, rising and falling in oceanic wave-motion… The most effective 
weapon against the flux of nature is art… It is always a ritualistic reordering of 
reality… Art is order… Art makes things. There are, I said, no objects in nature, 
only the gruelling erosion of natural force, flecking, dilapidating, grinding down, 
reducing all matter to fluid, the thick primal soup from which new forms bob, 
gasping for life. Dionysus was identified with liquids – blood, sap, milk, wine. 
The Dionysian is nature’s chthonian fluidity. Apollo, on the other hand, gives 
form and shape, marking off one being from another. All artifacts are 
Apollonian. Melting and union are Dionysian; separation and individuation, 
Apollonian… Every artist who is compelled toward art, who needs to make 
words or pictures as others need to breathe, is using the Apollonian to defeat 
chthonian nature… Art is form struggling to wake from the nightmare of 
nature.163 
 

                                                                                                                                     
161 My emphasis. 
162 Don Cameron Allen, Image and Meaning: Metaphoric Traditions in Renaissance 
Poetry, Baltimore, The Johns Hopkins University Press, 1960, p. 65. 
163 Camille Paglia, op. cit., pp. 28; 29; 30; 39, original emphasis. Wikipedia explains the word 
“chthonian” as follows: “Chthonic (from Greek χθόνιος khthonios ‘of the earth’, from khthōn 
‘earth’; pertaining to the Earth; earthy; subterranean) designates, or pertains to, deities or 
spirits of the underworld, especially in relation to Greek religion. Greek khthon is one of 
several words for ‘earth’; it typically refers to the interior of the soil, rather than the living 
surface of the land (as Gaia or Ge does) or the land as territory (as khora (χώρα) does). It 
evokes at once abundance and the grave,” (“chthonic,” 
http://en.wikipedia.org/wiki/Chthonic, retrieved on 11 July 2008, last updated on 4 July 2008, 
my emphasis). 
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The resilience of fluid, melting and chaotic nature against the ordering force of art 

aligns with how Paula S. Berggren reads Prospero’s  renouncement of his magic at 

the end: 

 
 
Prospero’s magic exhausts itself: like the tragic hero, he uses himself up. In 
Shakespeare’s world, only the women, sometimes witch, sometimes saint, 
sometimes mother, commands the innate energy that renews and revives.164 
 

Prospero’s powers, then, turn out to be intangible idealisations; they are merely an 

illusion or a fantasy of absolute authority. Accordingly, the realisation of the 

powerlessness of such a patriarchal project breeds “despair,” with which Prospero, 

whose name ironically connotes hope and prosperity, literally ends his play: “And my 

ending is despair” (Epilogue, 15), which is suggestively one of the most significant 

aspects to be addressed and contested in Indigo, or Mapping the Waters, to which 

we shall now turn. 

                                                
164 Paula S. Berggren, op. cit., p. 31, my emphasis. 
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CHAPTER 3 

 
Indigo: “Now”: “Merging Stories in the Continuous 

Present Tense of Existence” 

 
 
 

Like many millions of people, I am a bastard child of history. 
Perhaps we all are, black and brown and white, leaking into one another, 

as a character of mine once said, like flavours when you cook.1 
 
 
 

This chapter is concerned with the “now” layer of Indigo, or Mapping the 

Waters, which embarks on the Everard family, the modern progeny of seventeenth-

century Sir Christopher Everard, a Prospero-figure. Of the family living in twentieth-

century London, the quintessential descendant of Sir Christopher is Sir Anthony 

Everard ‘Ant’ (b. 1897) genetically as well as symbolically. Anthony Everard is 

another Prospero-figure in that he is an autocratic father and a former Flinders 

champion, embodying all that is meant by patriarchy and colonialism. His daughter 

Xanthe calcifies Anthony’s correspondence to the weak side of Prospero, for she 

suspects “her father was hiding from it [the/his past], that he was only sheltering 

behind his astrologer and her prognoses because he was a coward” (p. 278). In 

addition, in the same way as Sycorax is Prospero’s alter ego in The Tempest, 

Sycorax in the seventeenth-century tale, as well as Serafine Killebree, their black 

servant, and Anthony markedly share two salient characteristics, among others: 

Anthony’s predominant feature is “sangay” (p. 41), albeit it is for Xanthe “sheer 

mystification” (p. 329); parallelly, Serafine has “sangay” (p. 50), and “Sycorax was 

filled with sangay, preternatural insight and power” (p. 86); and physically, Anthony 

has inherited Serafine’s “grey-blue eyes” (p. 22), and the two Sycoraxes’ blue eyes, 

which are not real but alleged. 

Anthony Everard’s son Kit Everard (b. 1920), named after Christopher 

Everard, is from his first marriage in 1919 to Estelle Desjours (d. 1934), a black 

                                                
1 Salman Rushdie, 1991, op. cit., p. 394. 
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French Creole. Kit Everard, together with his wife and daughter, is “marooned” (p. 

65) and “shipwreck[ed] that night in the fog” (p. 71) in a tube station in London, thus 

standing for Prospero, coupled with the fact that Kit is “the head of the family” (p. 

277), albeit with a difference. Being a hybrid as an extension of his mother, Kit 

Everard stands, on the surface, in stark contrast to his father and is “so easily 

extinguished by his father’s patronage” (p. 56),2 which refers to his symbolic 

castration. Kit thus represents the feminisation of the patriarch. His feminisation is 

compounded by the fact that the two feminised figures in The Tempest, namely, 

Ariel and Caliban, are consubstantial in him: he is cast as an Ariel-figure in that he is 

notably ambivalent in every sense of the word and a Caliban-figure as hinted by the 

fact that he is said to be “brutish” (p. 303) and a “savage” man possessing, however, 

“eloquence” (p. 19). 

Kit’s wife Astrid Everard (b. 1918) strikes a disconcord in conventions 

regarding motherhood as institution and experience as an absentee mother, i.e., an 

unsupportive, ineffectual mother without matriarchal guidance to give her daughter 

Miranda. Astrid is thus cast as Prospero’s dead wife or Miranda’s absentee, i.e., 

dead, mother in The Tempest. She is also cast as a Caliban-figure, for she is said 

to be a savage: “so out of control. So storm-tossed...” (p. 60); for she “babble[s]” (p. 

59) but is “sharp-tongued in her bile” (p. 19) cursing constantly. That she is “storm-

tossed” also correlates her to Prospero. 

Miranda Everard’s (b. 1942) name explicitly reveals her kinship to her 

namesake in the play, but here in the novel she is re-made into a more 

substantiated figure. The dysfunctional family of hers with quarrelsome and 

neglecting parents into which she is born forms the dialectic backdrop for the 

formation of Miranda as a subversive character; she has radical opinions pertaining 

to conventional marriage and patriarchy. Also, inheriting her father’s hybridity, the 

mixed-race Miranda looks “blurred” (p. 26) in the photograph, which comes with its 

metaphorical baggage. She also becomes Caliban’s absent mate through her 

relationship with George Felix, a black actor “marooned” (p. 394) in London, who 

suggestively plays the role of Caliban in a 1980s staging of The Tempest. 

Symbolically, Miranda is also the heir of Ariel in the seventeenth-century layer of 

narrative thus the one in the play, for she is the one to mediate between the 

                                                
2 My emphasis. 
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islanders and the English when she goes to Enfant-Béate on the 350th anniversary 

of the first landing there. 

Anthony Everard’s second wife Gillian Everard (b. 1915), an Englishwoman, 

represents a flaunting femininity by being “‘that pretty little thing’” (p. 67) but an 

insufficient motherhood, thus also sharing the part of the absentee mother in The 

Tempest with Astrid. However, unlike Astrid, who is indifferent towards Miranda, 

Gillian strives to compensate for her inadequacy as a mother by doting on her 

daughter Xanthe too much, thus suffocating her. 

Xanthe Everard (b. 1948), a.k.a. “Miss Goldilocks,” (p. 235) is “the last 

blossom” (p. 31), the “late sprog” (p. 25) of Anthony from his second marriage to 

Gillian in 1939. She is cast as a doll version of Miranda with her golden beauty as 

her name bespeaks, which evokes “several fairy tale paradigms including the selfish 

and greedy Goldilocks and endless tales of sibling rivalry between sisters marked 

alternately ‘good’ [Xanthe] and ‘bad’ [Miranda], often through the troubling epitethes 

of light and dark hair.”3 The dark-haired Miranda is her aunt and half-sister Xanthe’s 

“indispensable shadow” (p. 18), and the constant juxtaposition of them serves to 

accentuate their relationship as each other’s mirror images. Xanthe is aware that her 

father would have liked to keep her “[u]nder lock and key, lock and key” (p. 329), so 

she strives to escape the dominance of her father all her life. She is also noted for 

her ‘heartlessness’ that hinders her from loving others as a result of the pressure by 

her father. 

The family tableau is complemented by Serafine Killebree (b. c. 1892), the 

family’s black maidservant who is brought with them to London, leaving her 

daughter behind on Enfant-Béate. She is also Miranda’s nurse thus surrogate 

mother until Xanthe is born. The fairy tales that she tells Miranda, Xanthe and the 

Everard women constitute counter-narratives that have a catalytic role in ‘eroding’ 

the so-called grand narratives of the Everard family, including the colonial hi/stories 

of Christopher Everard. Serafine has kinship to four of The Tempest characters: 

she is registered as an Ariel-figure, for she, being a servant, aids the patriarch and 

also ‘hums’ stories which pervade the novel in the same way as Ariel’s songs 

permeate the island; a Caliban-figure, for she is a black servant and called a 

                                                
3 Julie Sanders, op. cit., p. 92. 
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“savage” (p. 55); a Sycorax-figure since she is called an “old witch” (p. 54) and since 

she deciphers the “noises” of Sycorax from the seventeenth-century tale “to change 

into stories” (p. 402); and not least, a potent version of Prospero since she herself 

‘conjures up’ whatever she likes with her ‘charming’ stories in lieu of needing objects 

or other people to act as agents. Additionally, her kinship to Anthony is evident from 

the fact that they “wordlessly, shared their suffering” (p. 50) when they had to leave 

the island together; and that she is supposed to stand in for his absent mother; in 

actuality, however, she is suspected to have become “a kind of first wife, an island 

wife, a sort of concubine” (p. 55) for him, paralleling the same alleged type of 

relationship between Ariel and Christopher Everard in the Elizabethan plot. 

 
 
 

3.1. Ab Ovo: Liminal Paratexts 

 
 

Indigo, or Mapping the Waters initiates its intent beginning with its liminal 

paratexts, the very first one being the title, i.e., Indigo, and second its subtitle,4 

Mapping the Waters. In terms of function, the thematic title5 of the present work as 

a whole rewrites the play’s title, The Tempest, thereby serving to expose the very 

implications the play’s title disguises. Considering that the present subtitle, like most 

other subtitles, “gives a more literal indication of the theme that the title evokes 

symbolically or cryptically,”6 it is apt to set out with the subtitle’s implications. 

Mapping the Waters, to begin with, proves oxymoronic in its juxtaposition of the 

notions of order, i.e., mapping, and chaos, i.e., waters. It is acknowledged that “[t]he 

world can be imagined only if the map is legible, that is, constructed, ruled by a 

perceptible order, articulating its components according to logical relationships of 

                                                
4 The choice of the word “subtitle” depends on Gérard Genette’s taxonomy in Paratexts: 
Thresholds of interpretation, op. cit. For more information, see the chapter “Titles,” Ibid., 
pp. 55-103. During the evaluation of the implications of the title and the subtitle, Genette’s 
categories of place, time, senders, addressees and designation are left out since they are 
outside the purposes of this study. 
5 Genette distinguishes between a thematic title, which denotes “what one talks about,” and 
a rhematic title, which refers to “what one says about it.” For further discussion, see Ibid., pp. 
81-89. 
6 Gérard Genette, 1997b, op. cit., p. 85. 
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symmetry, hierarchy, and visual harmony.”7 Therefore, mapping entails the 

patriarchal processes of separating or dividing by the ‘creator’ with the aim of 

imposing order and meaning on chaos. And for Caterina Albano, “[t]o render space 

legible is, in fact, a political act of appropriation.”8 Constituting “the prototype of 

almost all geographical atlases, published since the discovery of the art of printing,”9 

the map, which is inextricably intertwined with conquest both historically and 

ontologically, 

 
 
inspires the fantasy of a symbolic mastery, with the metaphor of possession and 
power over the world, a dream of totality and of domination. It constitutes an 
ultimate aide-mémorie in which the essential is reduced to a structure both 
intelligible and visible.10 
 

This creative invention, which is indicative of ‘pleasure of looking’, then, presents 

to the viewer an area as if all within the lines on it are a single, total and intelligible 

entity, hence an illusion.11 This kind of mapping is, for Susan Stanford Friedman, 

based upon the western conception of a “fixed imaginary line constructed through 

measurement and enforcing separation”12 as opposed to an epistemology of 

mapping that allows for much greater fluidity, one which regards borderlands as 

permeable, as spaces where “differences mingle, blend, and form new ways of 

                                                
7 Christian Jacob, The Sovereign Map: Theoretical Approaches in Cartography 
throughout History, Trans. by Tom Conley, University of Chicago Press, 2006, p. 186, my 
emphasis. 
8 Caterina Albano, “Visible bodies: cartography and anatomy,” Literature, Mapping, and the 
Politics of Space in Early Modern Britain, Ed. by Andrew Gordon and Bernhard Klein, 
Cambridge University Press, 2001, pp. 89-106, p. 102. 
9 A. E. Nordenskiöld, Facsimile-Atlas to the Early History of Cartography, New York, 
Dover Publications, 1889; 1973, p. 1, quoted in Ladan Niayesh, “«All flat maps, and I am 
one»: Cartographic References in the Poems of John Donne,” Études Épistémè, No. 10, 
Autumn 2006. pp.43-52, p. 45, http://www.etudes-
episteme.org/ee/file/num_10/ee_10_art_niayesh.pdf, retrieved on 25 May 2008. 
10 Christian Jacob, op. cit., p. 78. 
11 For a better understanding of how the idea of mapping changed throughout centuries, see 
the quoted work: “To Italy belongs the honour of being the first to revive an interest in classic 
geography, with Ptolemy’s Geographia being first printed in Bologna (1477), and then in 
Rome (1478), Florence (1482) and Rome again (1490). In the century and a half that follow, 
European geographical atlases keep the Ptolemaic frame, but gradually add to it by 
integrating new geographical data and do away with the picturesque but unscientific 
monsters of the medieval maps to progressively adopt less allegorical, more scientific 
standards. Maps belonging to this period of transition interestingly blend fact and 
fiction, inherited legends and new discoveries,” (Ladan Niayesh, loc. cit., my emphasis). 
12 Susan Stanford Friedman, op. cit., p. 154, my emphasis. 
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being based on imitation and adaptation of the other.”13 Such a borderland, 

Friedman continues, has “the potential to be the site of connection and 

reconciliation, however ephemeral.”14 Cartography is thus a colonial device towards 

mastery and control over newly ‘discovered’ spaces and cultures, most often naming 

and re-naming places and peoples to fit the colonisers’ linguistic and political 

preferences. 

Early modern cartography well indexes the sexual innuendo involved in the 

colonisation. It is constructed upon geographical desire and pleasure over the 

discovery and appropriation of land, and it deploys its own language and codes to 

construct the ‘new’ land as ripe for possession and promises that it is to be 

‘conquered’, thus personifying it as a virgin woman. The land thus feminised, 

“discovery, exploration, invasion, and conquest can be figured as seduction, 

penetration, and rape.”15 For Albano, “[t]he use of virgins in the personification of the 

continents can be related to classical examples of embodiment, such as that of 

Oeropa, and more broadly to an archetypal identification of the fertility of land with a 

nurturing feminine principle.”16 This is most literally exemplified in Indigo when 

Sycorax and the island are said to “have become one” (p. 213). Richard Todd 

incisively notes that Liamuiga in the Caribbean, which is where one part of the plot is 

set, is adorned with a feminised topography since “[t]here are oyster beds at the 

mouth of its vaginally-shaped ‘The Creek’, and a ‘Stockade’ consisting of pointed 

palings repels invaders by suggesting castration.”17 

The use of the conjunction “or” used with a comma which marks the 

beginning of the subtitle Mapping the Waters “does more to bind than to sunder,”18 

and indicates that the subtitle is a rewritten form of Indigo since it entails 

interchangeability. The word “waters” in the subtitle is preceded by the definite 

article, “the,” which proves a nascent hint at the fact that the “waters” to be mapped 

                                                
13 Ibid., p. 156. 
14 Ibid. 
15 Rhonda Lemke Sanford, Maps and Memory in Early Modern England: A Sense of 
Place, New York, Palgrave, 2002, p. 54. 
16 Caterina Albano, loc. cit. 
17 Richard Todd, “The Retrieval of Unheard Voices in British Postmodernist Fiction – A.S. 
Byatt and Marina Warner,” Liminal Postmodernisms: The Postmodern, the (Post-) 
Colonial, and the (Post-) Feminist, Ed. by Theo D’haen and Hans Bertens, Amsterdam, 
Atlanta, GA, Rodopi, 1994, pp. 99-114, p. 103. 
18 Gérard Genette, 1997b, op. cit., p. 58. 
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are specific in geographical terms, albeit not revealed to the implied reader thus far. 

The word “waters” in the subtitle, however, serves to shatter the notion of the ease 

of imposing order, for the unmapped, uncharted, amniotic “primordial waters” are a 

female realm or territory of chaos that does not know edges or margins, thus always 

constituting a threat to the mentality that champions order. Given that the idea of 

“mapping” connotes (re)naming, (re)defining or (re)shaping and that “waters,” being 

a female realm, metaphorically harbour herstories of the past, it is hinted from the 

very beginning that the novel is a rewriting of past stories with the aim of recovering 

female and colonial experiences. 

The implied reader has yet to find out that those who strive to “map” their 

past will be the female or feminised characters such as Dulé, Kit Everard or 

Miranda. Within this context, Mapping the Waters, according to Caroline 

Cakebread, connotes the idea of “a sea-change / Into something rich and strange” 

(Act I, Scene ii, lines 400-01) as elaborated on in Chapter 2, which, through the 

issues it raises, does the duty for a sort of map whereby Indigo can, in turn, ‘map’ a 

new territory that has ideological implications for the future: 

 
 
The idea of mapping is important in terms of Warner’s relationship with 
Shakespeare for, in many ways, cartography is also an act of negotiation, an 
attempt to find a system of names, signs, and signals through which to mediate 
one’s experiences of any given landscape. The idea of mapping water, a 
substance that is constantly changing shape from one moment to the next, calls 
upon the idea of sea-changes in Shakespeare’s play. But in mapping a body of 
water, one must necessarily turn toward the surrounding land – to the solid, 
jagged, and often irregular fringes along which bodies of water take their shape. 
Through Warner’s negotiation between her own work and Shakespeare’s, the 
reader can see a new territory taking form, one that is both bound to the past 
and yet distinctively her own.19 
 

It is no coincidence, then, that before the thoroughly linguistic world of the novel 

opens, the implied reader is presented a map of the island where the seventeenth-

century tale is set in the frontispiece of Indigo: the main island of Liamuiga, and its 

twin-island Oualie. The significance of the map being situated at the beginning of the 

                                                
19 Caroline Cakebread, “Sycorax Speaks: Marina Warner’s Indigo and The Tempest,” 
Transforming Shakespeare: Contemporary Women’s Re-Visions in Literature and 
Performance, Ed. by Marianne Novy, United States of America, Palgrave, 1999, pp. 217-35, 
p. 218, my emphasis. 
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book with the implications of its ontological status as well as of the content of this 

particular map proves manifold: first, there is no better paradigm connoting 

colonisation than the map, and second, it is a representation functioning, by and 

large, as mise en abyme 1) through its narrative type: mixed diegesis, 2) its 

intertextuality, 3) factionality, 4) and as spatial narrative. 

To explicate the ontological status of the map qua map in order to prove this 

proposition, one must begin with Seymour Chatman’s differentiation between 

narrative texts and non-narrative or non-textual communicative objects. By “text” 

Chatman means “any communication that temporarily controls its reception by the 

audience,”20 which notion he expounds as such: 

 
 
As has been clearly established in recent narratology, what makes Narrative 
unique among the text-types is its “chrono-logic,” its doubly temporal logic. 
Narrative entails movement through time not only “externally” (the duration of 
the presentation of the novel, film, play) but also “internally” (the duration of the 
sequence of events that constitute the plot). The first operates in that dimension 
of narrative called Discourse (or récit or syuzhet), the second in that called 
Story (historie or fabula)…21 
 

Non-narrative, or communicative, objects such as paintings or sculptures, on the 

other hand, do not have an internal time sequence, so they “do not regulate the 

temporal flow or spatial direction of the audience’s perception,”22 for their “underlying 

structures are static or atemporal – synchronic not diachronic.”23 Chatman puts it as: 

 
 
It is true that it “takes time” to view a painting or a statue, but such time is not 
governed by the artifact. A (non-narrative) painting presents itself all at once, so 
to speak, and we are free to scan or ‘read’ it in any order we prefer (from left to 
right, top to bottom, center to periphery, detail to overall effect). Further, there is 
nothing in the painting or sculpture to inform us when the reading process 
should begin or end. A text, in my sense, however, requires us to begin at a 
beginning it chooses (the first page, the opening shots of a film, the overture, 
the rising curtain) and to follow its temporal unfolding to the end it prescribes.24 
 

                                                
20 Seymour Chatman, op. cit., p. 7, original emphasis. 
21 Ibid., p. 9, original emphasis. 
22 Ibid., p. 7. 
23 Ibid., p. 9. 
24 Ibid., p. 7, original emphasis. 
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Leaning upon this differentiation between narrative texts and non-narrative 

communicative objects, maps, to begin with, could be claimed to be a non-narrative 

or non-textual type of communication, for they “present themselves as if they were 

holistic” structurally since they do not have an internal time sequence so are free of 

the temporality that informs “verbal narratives [which present themselves] as if they 

were linear.”25 A crucial point should be stressed here. Having been conditioned, the 

implied reader may be geared to ‘read’ the map in linear order, yet s/he would ‘read’ 

the map ‘taking his time’ anyway, thus inevitably breaking the linearity of the 

“external,” or Discourse, time of the novel as a narrative text. Put another way, in 

trying to perceive the map, the implied reader would be free from “the control 

exerted by a verbal (or other) narrative [which] has no counterpart in the 

experiencing of a (non-narrative) painting or structure.”26 It is also the case that 

maps, as non-narrative objects, are mimetic,27 or iconic, that is, “they function as 

signifiers that somehow resemble their signifieds in a nonarbitrary way;”28 however, 

at the same time, they contain symbols, i.e., words, which are “diegetic,” that is, they 

contain signifiers that are arbitrary in their relationship to their signifieds. Being both 

iconic and symbolic, the map is, then, in fact a hybrid, or mixed, form. It, then, 

functions as mise en abyme, for in terms of narrative mode, the novel is also a 

mixed diegesis because, as in all ‘told’ narratives, it is made up of “words [which] 

can hardly be said to ‘imitate’ non-verbal events,” on the one hand, and, on the 

other, “because of the introduction of mimetic elements,”29 that is, quoted speeches, 

which are “totally mimetic.”30 

This particular map placed at the beginning of the novel replicates this novel 

in various ways, thus, in fact, subserving it, as if adducing to Seymour Chatman’s 

proposition that “textual and non-textual [kinds of communications] may perform at 

                                                
25 Ibid., pp. 7-8, original emphasis. 
26 Ibid., p. 8. 
27 Plato accounts for the difference between the two narrative modes, diegesis and mimesis, 
in The Republic. According to him, pure narrative, i.e., diegesis, is the mode when “the poet 
is speaking in his own person, and does not attempt to persuade us that the speaker is 
anyone but himself,” and mimesis, or imitation, is the mode when the poet “makes a speech 
in the person of someone else,” (London, Penguin Books, 1987, p. 91; 92). It is Gérard 
Genette who identifies narrative with diegesis, drama with mimesis. For further discussion on 
the issue, see Seymour Chatman, “The Literary Narrator,” op. cit., pp. 109-23. 
28 Seymour Chatman, op. cit., p. 111. 
29 Ibid. 
30 Ibid., p. 112. 
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each other’s service.”31 The map, to begin with, is itself a sign that is iconic, 

mimetically standing for the actual body of the island where part of the plot is set. In 

addition, being a sketch of a physical map, it contains the pictures of the places in 

the novel as well as that of a sailing boat, bringing to mind the process of 

colonisation with which the novel is concerned. The map also contains symbols, i.e., 

words standing for the names of the places mentioned in the novel, so it serves as 

an index of the novel. 

The novel sets out to establish in the reader’s mind an unquestionable 

factuality, for, ontologically speaking, placing a map at the beginning of the novel 

lends the novel a feeling of verifiability since, according to the oft-quoted proposition 

of Henry R. Wagner, “[t]here is nothing that has such an air of verisimilitude as a 

map.”32 The map’s status as exuding the air of “verisimilitude” is exalted by the fact 

that the islands placed on the map are real. The bigger island called Liamuiga is the 

present-day island of St. Kitts, and the smaller one Oualie is Nevis. Even a quick 

search reveals that when Carib people arrived on the islands in around 1300 A.D., 

“[t]hey named St. Kitts Liamuiga meaning “fertile island,” and Nevis Oualie meaning 

“land of beautiful waters.”33 This helps the implied reader in her/his psychological 

strivings to orient her/himself to the main setting of the work. 

Nevertheless, beneath its surface verisimilitude lies but an illusion. The 

sense of verisimilitude is ruptured once the implied reader perceives that there is a 

second name the islands of Liamuiga and Oualie are called, Enfant-Béate, meaning 

“Blessed Child” (p. 7), which is fictional: the island is said to be named so under 

French rule in the novel. This deliberate confusion manifests itself also in the rest of 

the names. Whilst some of the places on the map are and/or sound real for a reader 

even with little prior knowledge, e.g., Hotel des Bains, Jamieston, Belmont, Sloop’s 

Bight, and Rainforest, Earlier English Settlement, Historic Landing Place, or 

Swimming Hole, two of the names are overtly fictional as the reader recognises their 

names from The Tempest: Sycorax’s tree and Ariel’s cabin. Furthermore, some 

                                                
31 Ibid., p. 8, original emphasis. 
32 Hunter Miller’s review of Henry R. Wagner, “The Cartography of the Northwest Coast of 
America to the Year 1800,” The American Historical Review, Vol. 44, No. 1. Oct., 1938, 
pp. 132-134, p. 133, http://links.jstor.org/sici?sici=0002-
8762(193810)44%3A1%3C132%3ATCOTNC%3E2.0.CO%3B2-M. 
33 “History of Saint Kitts and Nevis,” 
http://en.wikipedia.org/wiki/History_of_Saint_Kitts_and_Nevis, received on 31 May 2008, last 
updated on 31 May 2008. 
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details of the islands are deliberately distorted. For instance, the main island’s 

central volcano that is situated on the map actually exists, yet the hot springs are 

displaced: the hot springs actually existing on the smaller island of Nevis are 

situated on the larger of the two islands on the map. The map thus fuses ‘fact’ and 

‘fiction’, serving to debunk the reader’s trust in the representational veracity of maps 

and accentuate the possibility of partiality and relativity in the construction of them. It 

encourages the implied reader to be critical when assessing a map, to be aware of 

the bias of the cartographer and the perspective from which s/he attempts to chart. 

As Ania Loomba contends, maps “claim to be objective and scientific, but in fact 

they select what they record and present it in specific ways, which are historically 

tied in with colonial enterprises.”34 As Adrienne Rich writes in “Notes toward a 

Politics of Location,” “a place on the map is also a place in history.”35 

Hence the status of cartography as political, rather than scientific, also 

compounded by the fact that the final version of the map implies a victory, amply 

demonstrating the current winner of the contest – of hi/stories. It could be inferred 

from this that there are erased or hidden his/herstories encoded in the maps of the 

colonisers, and that the maps are in fact a palimpsest of those erased stories. 

Through the critique it brings to ‘History’ owing to its ‘factionality’, the map placed at 

the beginning, then, proves to be the embodiment of the strategies the purely 

linguistic world of the novel employs since it functions as an ‘index’. Besides, the 

map also functions as mise en abyme also because it is a type of spatial narrative 

holistically, including images and elements simultaneously, which subverts the 

single-line chronological conception of history in the same way as the novel strives 

to do in ways that will be elaborated in due course. The novel thus sets an example 

to historiographic metafiction. 

In the novel, the implied reader is told that the islands on which the 

Elizabethan narrative is set are situated “where the waters of the Atlantic swept up 

against the Caribbean sea” (p. 123), unlike the island setting in the play, which is 

“portrayed as an enchanted isle connected to the rest of the world by nature and 

                                                
34 Ania Loomba, 2001, op. cit., p. 78, my emphasis. 
35 Adrienne Rich, “Notes toward a Politics of Location,” Blood, Bread, and Poetry: Selected 
Prose 1979-1985, New York, W.W. Norton & Company, 1986, pp. 210-31, p. 212. 
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spirits, unconstrained by the quantitative space-time used in cartography.”36 Most 

historical details, among them being the first British settlement and colonisation of 

the islands, the subsequent triangular slave trade, and the history and way of life of 

the original Arawak and Carib inhabitants, correspond to the records in history 

books. The insertion of factual events, personages or places into the fiction serves 

“to lend a feeling of verifiability (or an air of dense specificity and particularity) to the 

fictional world,”37 thus referring the implied reader outside the confines of the fiction 

to the content of ‘reality’, if not the ‘truth’. 

Nevertheless, in the same fashion as the map, historical or geographical 

details are deliberately skewed or rearranged. By way of example, whereas the 

novel stipulates the death toll at the Battle of Sloop’s Bight in 1620 as four hundred, 

in actuality, more than two thousand Carib Indians were massacred at its historically 

corresponding battle, i.e., the Battle of Bloody Point in 1626; dates are also slightly 

changed: e.g., whereas the explorer Sir Thomas Warner settled on St. Kitts in 1622, 

his fictionalised version, Christopher Everard, settles on Liamuiga in 1618; fictive 

names are changed to echo their corresponding historical names: e.g., Tegremane, 

the native chief of the islands in 1618, is cast as Tiguary, Sycorax’s brother, in the 

novel, and Captain Roger North, the leader of the English enterprise in Guiana, is 

cast as Captain Roger Pole.38 

At this juncture, one must note that cartography, with the aesthetic and politic 

pronouncements that accompany it, tellingly informs the structure of the novel. The 

six intertitles, or internal titles, of the novel, to begin with, derive from the six colours 

that are employed in default colour maps: “Lilac/Pink, “Indigo/Blue,” “Orange/Red,” 

“Gold/White,” “Green/Khaki,” “Maroon/Black,”39 further accentuating the intent of the 

novel to double as a map in which the past will be re-visited and the erased stories 

of the past will be recovered. What is also tangible in the above-mentioned names of 

the parts of the novel is that none of the colours are presented alone but they are 

attached with a slash to their near relatives or hues that exist in the colour-spectrum, 

which Chantal Zabus reads as such: 

                                                
36 Paul Smethurst, The Postmodern Chronotope: Reading Space and Time in 
Contemporary Fiction, Rodopi, 2000, p. 231. 
37 Linda Hutcheon, 1988, op. cit., p. 114. 
38 For these as well as other examples, see Eileen Williams-Wanquet, 2005, op. cit. 
39 It is common knowledge that the colours used in default maps are the main colours: red, 
green, blue as well as black, white and yellow. 
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This white, British response to The Tempest is neither post-colonial, nor 
completely post-modern neither nationalist or internationalist or ‘universalist’; it 
is indigo/blue, lilac/pink, orange/red, gold/white, green/khaki, maroon/black, 
neither/nor.40 
 

As in line with its “neither/nor” nature, Indigo challenges “narrative singularity and 

unity in the name of multiplicity and disparity,”41 also discernible in the sequencing of 

these parts. To elucidate this, one must first turn to the main title of the novel, which 

bears the name of a colour, i.e., indigo, expounding, next, on the process of its 

extraction. Bearing a close resemblance to the word indigenous, indigo,42 i.e., “a 

blue dye obtained from various plants,”43 refers to the trade of Sycorax in the 

seventeenth-century tale, which she engages in to survive: the making of the highly 

prized but poisonous indigo dye through a churning method, which, historically, 

endangered the health of the slaves and was later superseded by the trade of sugar. 

Therefore, the indigo dye is an ambivalent preoccupation since it contains “both 

victimization and agency, violation and survival,”44 which in turn inflicts ambivalence 

upon the title of the novel, whose subtitle is also ambivalent, as explicated 

beforehand. The following quotation delineates the “sequence” in which Sycorax 

extracts the colour indigo/blue, backed up by the emphasised words and 

conjunctions: 

 
 
The blue I used to make, she [Sycorax] thought to herself, was the culmination 
of a sequence. It marked the end of the long process of transformations – 
starting with the seething leaves of the plant, then the reeking green stage of 
the first steepings, and the sulphurous yellow stage of the liquor before it was 

                                                
40 Chantal Zabus, “Prospero’s Progeny Curses Back: Postcolonial, Postmodern, and 
Postpatriarchal Rewritings of The Tempest,” Liminal Postmodernisms: The Postmodern, 
the (Post-) Colonial, and the (Post-) Feminist, Ed. by Theo D’haen and Hans Bertens, 
Amsterdam, Atlanta, GA, Rodopi, 1994, pp. 115-38, p. 137, my emphasis. 
41 Linda Hutcheon, 1988, op. cit., p. 90. 
42 A leaf extract, “the word indigo is derived from the Greek “indikon’’ (latinised indicum) 
meaning “an Indian substance”... While there is more than one source in nature for reds, 
browns, greys, golds, etc., it is only indigo which yields blue,” (Ruby Ghuznavi, “Neel: The 
Magical Indigo of Bengal,” 
http://portal.unesco.org/culture/en/files/35781/11962634695Interventions.pdf, pp. 31-33, p. 
31). 
43 “indigo,” Webster’s Encyclopedic Unabridged Dictionary, op. cit., p. 725. 
44 Susan Stanford Friedman, op. cit., p. 161. 
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exposed to the air, then binding with the air, it gradually turned to blue. (p. 
147)45 
 

When the sequence of the extracted colours above, i.e., “green,” “yellow” and finally, 

“blue,” is collated with that of the parts of the novel, the result is self-evident: whilst 

the colours are adopted, the sequence of the extraction is rejected. The novel 

scrambles them starting from Lilac/Pink, culminating in “Maroon/Black” in lieu of 

“Indigo/Blue,” thus structurally disrupting the linearity of a ‘sequence’, which entails 

the renunciation of any totalising project that asserts the supremacy of unity and 

integrity. Leaning upon this, it could be maintained that the process of dyeing 

undercurrently hosts the novel’s attitude to the concept of history, i.e., a sense of 

time that is nonlinear. If this is verbalised in one instance in the novel, it is in the 

following passage, where Sycorax’s adopted son Dulé, a.k.a. Caliban, is reflecting 

upon the concept of history, establishing a reverse parallelism between Sycorax’s 

“bowl” that she deploys in making the indigo dye: 

 
 
the indigenous islanders could conceive differently of the time and space they 
occupied, and see it as a churn or a bowl, in which substances and essences 
were tumbled and mixed, always returning, now merging into personal form, 
now submerged into the mass in the continuous present tense of existence, 
as in one of the vats in which Sycorax brewed the indigo. (p. 122)46 
 

Dulé’s musing on the conception of time apparently functions as a metafictional 

device laying bare the novel’s conception of history. To put it in his succinct wording 

this time, the scrambling of the colours in the intertitles delineates, then, that the 

novel promotes the notion of history as nonlinear, somewhat churn-like, “merging” 

stories and his/herstories “in the continuous present tense of existence.” Through 

the circularity it promotes, as the novel also ends where it began, it is hinted that the 

novel will be a female space, which is also discernible from the fact that indigo is 

closely related to water both because they are similar in colour and through the fact 

that “[f]or the making of indigo, Sycorax needed plenty of sweet water” (p. 90). 

                                                
45 My emphasis. 
46 My emphasis. 



 168

At this juncture, it is to the associations of indigo with writing that one must 

turn. Tellingly enough, Sycorax gets blue whilst she is making the indigo dye: 

 
 
Over a decade of dyeing, the indigo stained Sycorax blue; she couldn’t wash it 
from the palms of her hands any more, nor from the cuticles and beds of her 
nails. A blueish bloom lay on her dark skin, blue-black as a damson when it’s 
picked and fingers leave shiny marks on the maroon-purple skin underneath. 
Her tongue, too, was blue, from tasting the grain of the indigo after she had 
ground it… It was easy to mistake her grey eyes for blue as well, for the whites 
were the colour of the noonday sky… to check on the gathering of the storm-
clouds and possible rain. (pp. 90-91)47 
 

Since “working with indigo does not literally stain the body… these blue stains are 

metonyms for slavery’s racial economy and human bondage.”48 In the novel, the 

dyeing process is obviously positioned in connection to the act of writing as a way of 

‘leaving one’s mark’; therefore, the fact that Sycorax’s “tongue” has turned blue 

pinpoints the novel’s emphasis on oral narration as opposed to ‘logos’. The premise 

is that there is a lexical relationship between text and textile and that the indigo dye 

“can be used to stain paper, textiles, leather, hair and skin.”49 Marina Warner 

herself elaborates the significance of the colour blue as such: 

 
 
The colour blue, the colour of ambiguous depth, of the heavens and of the 
abyss at once, encodes the frightening character of Bluebeard, his house and 
his deeds, as surely as gold and white clothes the angels… blue is the colour of 
the shadow side, the tint of the marvellous and the inexplicable, of desire, of 
knowledge, of the blueprint, the blue movie, of blue talk, of raw meat and rare 
steak (un steak bleu, in French), of melancholy, the rare and the unexpected 
(singing the blues, once in a blue moon, out of the blue, blue blood). The fairy 
tale itself was known, in France, as a conte bleu.50 
 

Another paratextual form that is employed to lend the novel an aura of 

verisimilitude is the “Acknowledgements” part that precedes the map where the 

author acknowledges her connections to poets and academics such as Paul Celan 

and Emily Dickinson. The “Acknowledgements” part is usually added in front of 

                                                
47 My emphasis. 
48 Susan Stanford Friedman, loc. cit. 
49 http://www.indigopage.com/how/shade.htm, retrieved on 12 April 2008, my emphasis. 
50 Marina Warner, 1999, op. cit., p. 243. 



 169

scientific literature or dissertations, i.e., works that claim to host ‘factual’ information. 

That said, the very first book that the author offers gratitude to is a theoretical book: 

Peter Hulme’s Colonial Encounters: Europe and the Native Caribbean 1492-

1797 (London, 1986), which, the “Acknowledgements” goes, provided inspiring 

insights for the author. Most of the rest of the materials that have been borrowed are 

works of art, especially poetry. Revealing the intertexts the novel has benefited from, 

this part serves to further accentuate the novel’s palimpsestic nature of both the 

literary text and what Kristeva calls the historical and social text, i.e., “cultural 

textuality.” That said, it could well be postulated that the connotations materialising 

around the colonial encounter within its specific context, i.e., Caribbean, as 

mentioned in the title of Peter Hulme’s book, proves an ideologeme in the novel, 

hindering the reader from being able to remain ‘inside’ and calling into her/his mind 

all the knowledge s/he possesses about these ‘texts’, so that these will be 

deconstructed and reconstructed during her/his reading process. 

For Salman Rushdie, fiction “uses facts as a starting place and then spirals 

away to explore its own concerns, which are only tangentially historical.”51 

Accordingly, as if to provide a contrast by underscoring the fictional nature of the 

novel, just before it commences, the novel presents a list of “Principal characters,” 

just like The Tempest, like all other pieces of drama, presents “Dramatis 

Personae,” which serves as an index to the novel like the map and enriches its 

nature as an intertextual text. The only difference in the cast of characters in the 

seventeenth-century tale is the insertion of Sycorax, who is not one of them but 

alluded to in The Tempest, serving to reify and reinstate her ‘erasure’ in dramatic 

terms, which constitutes the first hint at the very fact that she will also be recovered 

in ideological terms in the novel. 

This part has meticulously concerned itself with the elements that belong to 

the Discourse, rather than Story space of the novel, starting from the earliest 

possible point, i.e., the title – hence the subtitle, “Ab Ovo” – and then proceeding to 

thoroughly inspect the consecutive “stepping stones,” i.e., liminal spaces or 

thresholds leading one to the main ‘place’. The observed ambivalences, liminalities 

                                                
51 Salman Rushdie, “Interview with Salman Rushdie,” Kunapipi, 7, No. 1, 1985, quoted in 
Bill Ashcroft, Gareth Griffiths, Helen Tiffin, The Empire Writes Back: Theory and practice 
in post-colonial literatures, London and New York, Routledge, 1989, p. 409, original 
emphasis. 
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and pluralities of every kind also serve to poise the implied reader in a liminal 

position as ‘fact’ and fiction become indistinguishable, which will repeatedly continue 

towards the end of the novel. The ensuing part that concerns the twentieth-century 

layer of the plot proves no exception. 

 
 
 

 3.2. Serafine’s So Potent Art: “Sounds and Sweet Airs 

that Give Delight and Hurt Not” (?) 

 
 

I shall grow red roses next year. A forest of red roses. 
On this rock? In this climate? 

I am telling you stories. Trust me.52 
 
 

Write yourself. Your body must make itself heard.53 
 
 
 

The novel opens and ends with the chapters of the same name called after 

Serafine Killebree, the family’s black servant from the island of Liamuiga: “Serafine 

I” and “Serafine III,” with “Serafine II” in the middle of the novel, all of which are set 

apart from the main narrative that consists of six parts. Eileen Williams-Wanquet 

cogently rationalises this choice of the implied author as such: “[t]heir structural 

position, at the beginning (3–12), in the very middle (217–26) and at the end (399–

402) of the novel, indicates their unifying function.”54 Comprehending fully what 

this “unifying function” entails, what calls for is a protracted and in-depth analysis of 

Serafine Killebree as a name, to begin with. The name Serafine,55 which denotes 

“burning fire” in Hebrew, has its roots in “the seraphim,” who, 

                                                
52 Jeanette Winterson, The Passion, Harmondsworth, Penguin, 1988, p. 160. 
53 Hélène Cixous, 1997, op. cit., p. 103. 
54 Eileen Williams-Wanquet, 2005, op. cit., p. 278, my emphasis. 
55 Wikipedia accounts for the origins of the word “Serafine” as such: “A seraph (Heb. רף�, pl. 
 Seraphim, lat. seraph[us], pl. seraphi[m]) is one of a class of celestial beings �רפים
mentioned once in the Hebrew Bible,” (“seraph,” http://en.wikipedia.org/wiki/Seraph, 
retrieved on 24 May 2008, last updated on 16 May 2008). That Miranda calls her “Feeney” 
as a short form of the name Serafine entails that the name is pronounced as “Se-ra-fee-ney.” 
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in medieval Christian neo-Platonic theology... belong to the highest order, or 
angelic choir, of the hierarchy of angels. They are said to be the caretakers of 
God’s throne, continuously singing... ‘holy, holy, holy’…56 
 

Dionysius the Areopagite helped imbricate the fiery nature of the seraphim in the 

medieval imagination in his Celestial Hierarchy, where he provided an etymology 

for the “seraphim” as “those who kindle or make hot” and described their function as 

such: 

 
 
The name seraphim clearly indicates their ceaseless and eternal revolution 
about Divine Principles, their heat and keenness, the exuberance of their 
intense, perpetual, tireless activity, and their elevative and energetic 
assimilation of those below, kindling them and firing them to their own heat, and 
wholly purifying them by a burning and all-consuming flame; and by the 
unhidden, unquenchable, changeless, radiant and enlightening power, 
dispelling and destroying the shadows of darkness.57 
 

The name Serafine, then, pertains to the act of “singing” and the contextually 

congruous acts of “enlightening,” “purifying” and “dispelling and destroying the 

shadows of darkness.” However, unlike the seraphim, who sing “holy, holy, holy,” 

Serafine does not propagate orthodox ideology through her discourse, as will be 

validated under the three chapters called “Serafine,” much as she is a “caretaker” 

like the seraphim. Her surname Killebree is obviously inspired by the colibri bird, 

“the tiniest bird in the Lord’s creation” (p. 8) as referred to in the novel, which is the 

South American Indian word for Humming Bird, – so-called because it hums – or 

Ant58 Bird. The connotations of her full name incarnate, Serafine Killebree ‘hums’ or 

‘sings’ “enlightening” stories, which permeate the novel from the beginning through 

the end, thus correlating her to Ariel in The Tempest, whose humming pervades the 

island, and Sycorax’s adopted daughter Ariel in the novel, who continuously sings. 

Considering the correlation between song and the ambivalent function of parody as 

                                                
56 Ibid., my emphasis. 
57 Dionysius the Areopagite, Celestial Hierarchy, vii, quoted in Ibid., my emphasis. 
58 The salient connection between the name of the bird ‘Ant’ and of Sir Anthony ‘Ant’ Everard 
does not escape notice. 
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imitation and opposition,59 Serafine emerges as a significant agent of parody and 

irony in the novel. 

Reverting to the “unifying function” of the “Serafine” chapters, it, then, entails 

a pervasive presence of female storytelling since Serafine is the story-teller as 

maidservant and nanny in the twentieth-century narrative, telling “alarming stories” 

(p. 3) to the Everard children and women of their colonial past, disguised, however, 

under the cloak of fairy tales, thus registering her position as “the descendant of 

female story-tellers and the conveyor of fairy-tales to a female audience, thereby 

locating herself with a female continuum of orality.”60 A brief elaboration is needed at 

this juncture on the ambivalent nature of fairy tales and their tellers. The classic fairy 

tale, as Cristina Bacchilega remarks, “is a literary appropriation of the older folk 

tale.”61 Much as these tales are written down by men, they are associated with 

women and word of mouth, i.e., oral speech. Historically speaking, the origins of the 

figure of the storyteller can be traced in women as gossips, who spread information, 

knowledge of secrets and of intimate matters in the public spaces such as spinning 

rooms, public laundries, in the neighbourhood, the well, the shops or the street, as 

well as in the private spaces. These gossipy gatherings of women, especially 

prostitutes, midwives, wet nurses as well as spinsters or married women alike, 

exuded fear in men about women’s tongues, which were, in turn, “associated with 

curses and spells, with the vices of nagging and tale-bearing.”62 The connection of 

the tongue with the sins of the mouth, lust being one of them, goes as far back as 

the story of Eve and the serpent, in which seduction is precipitated by talk whose 

tool is the tongue.63 Another sin the tongue is conventionally associated with is envy. 

Thus associated with female tellers, fairy tales resemble the way their tellers 

“spin” their webs structurally: 

 
 
Spinning a tale, weaving the plot: the metaphors illuminate the relation; while 
the structure of fairy stories, with their repetitions, reprises, elaboration and 

                                                
59 As explored in the Introduction, “odos” in the word parody means “song.” 
60 Chantal Zabus, 2002, op. cit., p. 146. 
61 Cristina Bacchilega, Postmodern Fairy Tales: Gender and Narrative Strategies, 
Philadelphia, University of Pennsylvania Press, 1997, p. 3, original emphasis. 
62 Marina Warner, 1999, op. cit., p. 39. 
63 Ibid., p. 47. 
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minutae, replicates the thread and fabric of one of women’s principal labours – 
the making of textiles from the wool or the flax to the finished bolt of cloth.64 
 

As oral tales and their tellers are intertwined, the evil status of storytelling inflicted 

the storytellers. Since Nature is associated with fertility, the infertile body of an old 

woman is construed as the perverted dimension of the natural thus transgressive, 

which is why ageing women were associated with secret or wicked powers, and 

consequently with fairy tales. Hence is the social labelling of old women as hags, 

witches or woman healers.65 Against the widely championed premise of “Silence is 

golden,” the phrase “old wives’ tale,” the earliest reference to which genre can be 

found in Plato in the Gorgias,66 has always been pejorative since it connotes “a 

piece of nonsense, a tissue or error, an ancient act of deception, of self and others, 

idle talk.”67 Since “[d]efamation, scandal, hearsay, all aspects of gossip, reappear 

metamorphosed in fairy tales’ plots,”68 both forms of speech tend to be partial, not 

objective in reporting events. Therefore, fairy tale is also a derogatory term which 

implies “fantasy, escapism, invention, the unreliable consolations of romance.”69 

However, both gossip and fairy tales are, for Warner, highly influential on especially 

children much as they are practised by the least advantaged members of society. 

Warner states that the “old wives who spin their tales are almost always 

represented as unattached: spinsters, or widows.”70 A nanny and an old 

unhusbanded woman thus unattached to the patriarchal chains of her husband, thus 

kin to the witch and the prostitute, Serafine is thus a conventional storyteller, notably 

as a figure of Mother Goose, one of the old wives who tell tales, whom Angela 

Carter calls the “archetypal female storyteller… Obviously, it was mother Goose who 

invented all the ‘old wives’ tale’, even if old wives of any sex can participate in this 

endless recycling process, when anyone can pick up a tale and make it over.”71 

Engaged in an “endless recycling process” and “unattached” to patriarchal chains, 

Serafine, who is duly called an “old witch” (p. 54) by Gillian Everard, retells and 
                                                
64 Ibid., p. 23. 
65 Ibid., p. 44. 
66 Ibid., p. 14. 
67 Ibid., p. 19. 
68 Ibid., p. 49. 
69 Ibid., p. 19. 
70 Ibid., p. 230, my emphasis. 
71 Angela Carter, The Virago Book of Fairy Tales, London, Virago Press, 1991, p. 141, my 
emphasis. 



 174

intertwines various stories, interconnecting real events with the story of her island, 

spicing it with mythology and European fairy tales, and putting the finishing touches 

with her own conclusion and cautionary note at the end. Whereas in The Tempest, 

Prospero claims to be the sole arbiter of truth owing to the power accorded to the 

‘word’ in his books, in Indigo, Serafine’s word of mouth, her oral counter-narratives 

which tell ‘small’ personal stories are given a greater weight. The novel is thus 

posited as a space of counter-memory. As explored in Chapter 2, Prospero 

promises to finish the play as he began it: with his life story. In the novel, however, it 

is not the patriarch’s but Serafine’s ‘script’ which opens and closes the book: her 

fairy tales. This is an index of the fact that the novel promotes oral narratives and 

female script instead of the patriarchal one. 

When a fairy tale is concerned, what is of foremost significance is its 

function. Serafine’s oral narratives themselves may operate similarly with Ariel’s 

songs on the surface level: they are “sounds and sweet airs that give delight and 

hurt not” (Act III, Scene ii, lines 136). On a deeper level, however, they similarly 

pose a menace to the monolithic view of patriarchy both structurally and 

contentwise. It is, therefore, rewarding to closely inspect this opening part 

structurally, including the content of Serafine’s fairy tale – also taking into 

consideration the allusions to The Tempest –, treating it as a metaphoric 

representation of the novel itself, that is, as a microcosmic representation of its 

broader contours, which reveals its function of an attack on masculine notions of 

unity, linearity and order 1) through its structure, 2) its function, 3) its employment of 

two different types of time, 4) through its nature of factionality, and not least, 5) that 

of intertextuality. 

In a metaphorical correspondence to the opening of The Tempest, the 

chapter “Serafine I” thus the story space of the novel opens with an aural chaos, for 

the implied reader is confronted with a “genuine polyphony of fully valid voices”72 

embedded in the chapter to the point of, however, being cacophonic: 

 
 
When he wakes up, the fat man finds he’s been tied hand and foot, and 
something powerful’s smelling all around him. The ladies who keep him 

                                                
72 Mikhail Bakhtin, Problems of Dostoevsky’s Poetics, Trans. and Ed. by C. Emerson with 
intro by W. Booth, Manchester University Press, 1984, p. 5. 
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company, they like to wear strong perfume – cinnamon and coriander and 
mace, pounded with a little musk oil and a little essence of jasmine too, maybe 
– but this smell is different – (p. 3) 
 

This very first literary ‘voice’ that the implied reader is presented once she 

commences the reading, or reconstructing,73 activity is that of Serafine, who is 

apparently recounting a fairy tale to Miranda as a child. Considering that readerly 

interaction is an essential component of the novel proper, contextualising this 

sentence and establishing the speaker involved in the activity require arduous work 

since it is almost too chaotic to grasp immediately, for the reader is not yet familiar 

with the characters and the narrative thread of the book. 

As the implied reader proceeds to the second paragraph, s/he is plunged into 

still a bigger chaos. The first paragraph that constitutes the very beginning of the 

fairy tale is almost immediately followed by a different ‘voice’ and a narrative mode: 

 
 
Serafine dabbed behind her ears and wriggled her long neck on her shoulders, 
closing her eyes in mock abandon; she had soft, full lids and high eyebrows, so 
even shut, her eyes expressed a certain rueful humour. (p. 3) 
 

This second ‘voice’ that the implied reader is thus presented is that of the 

heterodiegetic narrator of the novel. The term “heterodiegetic” finds roots in an 

amalgamation of a prefix: “hetero,” i.e., a “learned borrowing from Greek meaning 

‘different’, ‘other’, used in the formation of compound words,”74 and of the name of a 

narrative mode: “diegesis,” i.e., the verbal representation of events. Elaborating on 

the significance of the heterodiegetic narrator entails, first, the accentuation of the 

differentiation between Discourse and Story, as expounded in the aforequoted 

extract: 

                                                
73 Seymour Chatman designates any reading activity as a “reconstruction,” rather than 
construction, since, allying with most other literary critics, he contends that “the text’s 
construction preexists any individual act of reading… the reader can constitute only one-half 
of that actualization… There must already exist a text for her to activate” in opposition to 
what reader-response and other constructivist theorists aver, (op. cit, p. 74, original 
emphasis). 
74 “hetero-,” Webster’s Encyclopedic Unabridged Dictionary of the English Language, 
op. cit., p. 666. 



 176

Narrative entails movement through time not only “externally” (the duration of 
the presentation of the novel, film, play) but also “internally” (the duration of the 
sequence of events that constitute the plot). The first operates in that dimension 
of narrative called Discourse (or récit or syuzhet), the second in that called 
Story (historie or fabula)… 75 

 

and second, that of the differentiation between the characters in the novel and a 

heterodiegetic narrator in relation to Discourse and space: “[o]nly characters reside 

in the constructed story world, so only they can be said to ‘see’, that is, to have a 

diegetic consciousness that literally perceives and thinks about things from a 

position within that world.”76 The heterodiegetic narrator, on the other hand, who is 

not one of the characters in the novel, “cannot impinge on story space but must stay 

within the bounds of discourse space;”77 s/he78 

 
 
cannot perceive or conceive things in that world: he [sic] can only tell or show 
what happened there, since for him the story world is already “past” and 
“elsewhere.” He can report them, comment upon them, and even – figuratively 
in literature, literally in cinema – visualize them, but always and only from 
outside, from a post out in the discourse.79 
 

One must also distinguish the heterodiegetic narrator from the implied author: 

 
 
we would do well to distinguish between a presenter of the story, the narrator 
(who is a component of the discourse), and the inventor of both the story and 
the discourse (including the narrator): that is, the implied author – not as the 
original cause, the original biographical person, but rather as the principle with 
the text to which we assign the inventional tasks.80 
 

Since the heterodiegetic narrator does not, and never did, occupy the story time and 

space, whatever s/he says constitutes an interruption to or suspension of the flow of 

the story time. 
                                                
75 Seymour Chatman, op. cit., p. 9, original emphasis. 
76 Ibid. p. 146. 
77 Ibid., p. 123. 
78 Seymour Chatman designates the heterodiegetic narrator as “an invisible male 
eyewitness,” (Ibid., p. 121, my emphasis). For further discussion on the gender of the 
heterodiegetic narrator, see “Chapter 7: The Literary Narrator,” Ibid., pp. 109-23. 
79 Ibid., p. 146, original emphasis. 
80 Ibid., p. 133, original emphasis. 
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Reverting to the discussion on the gender of the heterodiegetic narrator, 

Susan S. Lanser posits the following asymmetrical axiom, rejecting her earlier 

proposal of a direct gender correlation between implied author and heterodiegetic 

narrator: 

 
 
If a text is known or believed to be male authored, its unmarked heterodiegetic 
narrator is normatively identified as male; if the text is known or believed to be 
female-authored, however, the sex of the narrator is not necessarily presumed 
to be female, and questions of mimetic and diegetic authority will need to come 
into play to inaugurate a more complicated (if unconscious) judgment on the 
reader’s part.81 
 

She proposes that once the normative masculinity of what Foucault calls the “author 

function” is called into question by the presence of the female author, the narrator’s 

stylistic practices, the content of the diegesis, and the novel’s canonical status are 

evoked as guides through which readers construct the narrator to have one or the 

other sex.82 An issue germane to the gender of the narrator, is the issue of reliability 

of the narrator. However, if a reliable narrator is one who behaves “in accordance 

with the implied author’s norms” and an unreliable narrator is one “whose values 

(tastes, judgments, moral sense) diverge from those of the implied author,”83 she 

questions the possibility of knowing the implied author’s norms except by 

constructing them oneself from the values one thinks this author ought to hold. 

As in the rest of the chapter, in the aforequoted passage that constitutes the 

second paragraph of the novel, the narrator repeatedly interrupts the fairy tale, 

serving to fragment and hinder the linear progression of the story time. This 

interruption is initiated with the very first word of the narrator, i.e., “Serafine,” which 

is all the more significant since it, at the same time, interrupts the narrative mode of 

the fairy tale with description since “naming is always a minimal kind of 

description.”84 The narrator continues to embed descriptive word(s) or sentences in 

                                                
81 Susan S. Lanser, “Sexing Narratology: Toward a Gendered Poetics of Narrative Voice,” 
Grenzüberschreitungen: Narratologie Im Kontext = Transcending Boundaries: 
Narratology in Context, Ed. by Walter Grünzweig and Andreas Solbach, Gunter Narr 
Verlag Tübingen, 1999, pp. 167-84, pp. 176-77. 
82 Ibid., p. 177. 
83 Gerald Prince, A Dictionary of Narratology, Nebraska, University of Nebraska Press, 
1987, p. 101. 
84 Seymour Chatman, op. cit., p. 16, my emphasis. 



 178

the surface of the narrative to further interrupt it.85 The very next words of the 

narrator consist of active verbs in past tense: “dabbed,” “wriggled,” “closing,” “had,” 

“expressed”; accompanied by prepositional phrases: “behind her ears,” “on her 

shoulders”; nouns: “her eyes”; and noun phrases: “long neck,” “soft, full lids,” “high 

eyebrows” and “a certain rueful humour.” The main thrust of the above excerpt may 

be narrative, for the action of its predicate, its ‘comment’ or syntactic focus remains 

an ‘act’ as evident in the use of active verbs instead of ‘to be’, but a lot of ‘incidental’ 

description is embedded into the sentences. 

The paragraph goes on to unfold the names of yet some other characters, 

namely, “Miranda,” “Miranda’s grandfather,” “Xanthe” and the family name 

“Everard,” granting the reader some sketchy information about these characters with 

a minimal insight into Miranda’s consciousness, as evidenced in the word 

“remembered”: 

 
 
Serafine used to tell Miranda alarming stories and Miranda remembered this 
one, later; she remembered how they were sitting, in the garden of the square 
where Miranda’s grandfather lived, before Xanthe was born, when Miranda was 
still the only little Everard. (p. 3) 
 

What could be extracted from the first sentence is the fact that this chapter is a past 

memory of a story told by Serafine. However, even before the implied reader 

comprehends what is going on or what exactly the relationship between Serafine, 

Miranda and Xanthe is, the implied author ‘digresses’ by instantly turning back to the 

fairy tale: 

 
 
Heavy perfume was necessary, sweetheart, ’cause they were smelly, yes, on 
account of their partying lasting day in, day out... Washing would have spoiled 
their fun – tsst, don’t you get ideas, now – (p. 3) 
 

The tale itself is incessantly interrupted by the narrator for descriptive ends, 

including the miming of the characters in her fairy tale by Serafine, and by Serafine 

                                                
85 For further discussion on the differentiation Seymour Chatman makes between “Narrative” 
and “Description,” see “Chapter 1: Narrative and Two Other Text-Types,” Ibid., pp. 6-21. 



 179

herself when she addresses Miranda: “sweetheart”; when she advises or warns her: 

“– tsst, don’t you get ideas, now –”; “Aaah. Put that tongue away, little sweetheart, 

it’s not nice to stick it out like that” (p. 4); “Never be mean, it’ll make you suffer – cast 

your bread upon the waters and it’ll come back, sweetheart, you’ll see” (p. 9); or 

when she requires Miranda’s attention in Prospero’s fashion: “– listen, child, 

sweetheart, listen –” (p. 10). 

Meanwhile, there are two other ‘voices’ that contribute to the chaotic 

progression of the chapter. One ‘voice’ belongs to the listener Miranda, who, unlike 

her namesake in the play, who “attended” her father the patriarch “most heedfully” 

(Act I, Scene ii, line 78), is listening to the counter-narratives of Serafine with “eyes 

[that] had grown huge with listening” (p. 12), begging “‘[a]nd then, oh Feeny, and 

then?’” (p. 12) The final set of ‘voices’ that are embedded in the chapter belongs to 

the four fictional characters of the fairy tale, namely, the king, his daughter, the fat 

man and his young master, in the form of quoted speeches, e.g., “‘My dear fellow’, 

he keeps murmuring. ‘Wonderful to see you again, old boy. What jolly times we had, 

eh?’” (p. 6) The fairy tale is, then, paradigmatic of a mixed diegesis structurally, thus 

contributing to the strategy of a play-within-a-play. 

Serafine’s fairy tale and the rest are almost always separated with dashes; 

direct speeches are indicated by quotation marks or other forms of punctuation, and 

included by a reporting phrase, so-called inquit formulae, e.g., “‘My dear fellow’, he 

keeps murmuring” (p. 6). There are moments, however, the chapter appears 

deliberately to refrain from drawing any lines of demarcation between who is now 

‘speaking’, and such indeterminacies obscure that very specificity of voice as source 

which is quite evident elsewhere in the novel. In doing so, the chapter constantly 

refers the implied reader to the given sentence or phrase as ‘spoken,’ not ‘written’, 

albeit with intermittent bursts of obviously written language. This accords with the 

status of fairy tales as essentially oral narrative, on the nature of which Salman 

Rushdie, in an interview, comments thus: 

 
 
It’s not linear. An oral narrative does not go from the beginning to the middle to 
the end of the story. It goes in great swoops, it goes in spirals or in loops, it 
every so often reiterates something that happened earlier to remind you, and 
then takes you off again, sometimes summarizes itself, it frequently digresses 
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off into something that the story teller appears just to have thought of, then it 
comes back to the main thrust of the narrative…86 
 

Similarly, fairy tales which are later written down “imitate speech, with chatty asides, 

apparently spontaneous exclamations, direct appeals to the imaginary circle round 

the hearth, rambling descriptions, gossipy parentheses, and other bedside or laplike 

mannerisms.”87 

As regards the function of fairy tales, storytellers challenge patriarchal 

notions through the content of their tales; they “break through the limits of permitted 

thought to challenge conventions; fairy tales... offer a way of putting questions, of 

testing the structure as well as guaranteeing its safety, of thinking up alternatives 

as well as living daily reality in an examined way.”88 Fairy tales are somewhat akin to 

history because “[j]ust as history belongs to the victors and words change their 

meanings with a change of power, stories depend on the tellers and those to whom 

they are told who might later tell them again.”89 Similarly, “Miranda fancied that 

Serafine had something to do with the change that had overtaken the tree’s nature 

and turned it into a rock; in her stories everything risked changing shape” (p. 

4).90 

It would not be far-fetched to propose that the attack on chronos, i.e., 

patriarchal conception of time that is measurable and relational, is nowhere more 

amply available than in fairy tales, first because they cannot be pinned down in 

space and time, and second, because, owing to the mythical elements on which 

they draw, they include mythical time, i.e., eternal, cyclic and similarly timeless, 

which Kristeva designates as “Women’s Time.” 

Less tangible perhaps is this other function of fairy tales: as ‘genotexts’ in the 

novel. Extending her idea of the differentiation between the Semiotic and Symbolic 

to the nature of ‘texts’, Kristeva formulates that no text, however radical, is purely 

semiotic; the semiotic always manifests itself within the symbolic: [t]hat fluidity of 

                                                
86 Salman Rushdie, 1985, op. cit., pp. 7-8, quoted in Bill Ashcroft, Gareth Griffiths, Helen 
Tiffin, op. cit., p. 183, my emphasis. 
87 Marina Warner, 1999, op. cit., p. 25. 
88 Ibid., p. 411, my emphasis. 
89 Ibid., p. 25. 
90 My emphasis. 
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self... prior to language, logic and the fixing of identity and subject position, bubbles 

up in poetic language disturbing the monologic order of the symbolic field.”91 To 

mark this split nature of texts, Kristeva introduces two new terms: the phenotext 

and the genotext: 

 
 
The presence of a genotext within the phenotext is indicated by what I have 
called a semiotic disposition. In the case, for example, of a signifying practice 
such as ‘poetic language’, the semiotic disposition will be the various deviations 
from the grammatical rules of the language: articulatory effects which shift the 
phonemative system back towards its articulatory, phonetic base and 
consequently towards the drive-governed bases of sound-production; the 
overdetermination of a lexeme by multiple meanings which it does not carry in 
ordinary usage but which accrue to it as a result of its occurrence in other texts; 
syntactic irregularities such as ellipses, non-recoverable deletions, indefinite 
embeddings etc.; the replacement of a relationship between the protagonists of 
any enunciation as they function in a locutory act by a system of based on 
fantasy; and so forth.92 
 

The ‘genotext’ which is recognisable in terms of intonation, rhythm, melody and 

repetition “disturbs, ruptures and undercuts the phenotext and thus articulates the 

drives and desires of a pre-linguistic subjectivity.”93 With its progression in “swoops,” 

“spirals” or “loops,” its “reiterations” and “digressions,” as well as its polyphonic, or 

rather, cacophonic, nature, Serafine’s fairy tale insistently “bubbles up” in thus 

“ruptures” the symbolic field of the novel, thus functioning as a “disturbing” 

genotext, which, in actuality, renounces any totalising project, any effort to see a 

“whole.” 

As to the content of the fairy tale that Serafine is telling Miranda, it is worth 

handling at length, for its function too proves manifold. The fat man, the mention of 

whose name opens the novel, finds out he is tied up in roses, experiencing 

“shooting pains in his wrists and ankles and even under his right hip, the one 

pressed to the ground” (p. 5), hoping “someone’ll come along and rescue him” (p. 

5). The way he is “pricked all over and here and there” (p. 5) by roses seems to be 

an allusion to the “Tooth’d briars, sharp furzes, pricking gorse and thorns, / Which 

entered their frail shins” (Act IV, Scene i, line 179) in The Tempest. Here, however, 

                                                
91 Graham Allen, op. cit., p. 49. 
92 Julia Kristeva, 1986, pp. 28-29, original emphasis. 
93 Graham Allen, op. cit., pp. 50-51, my emphasis. 
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the myth of the vagina dentata, or toothed vagina, i.e., the image of ‘devouring’ 

female genitals, is more readily evoked than in the play since the name of the 

mother is mentioned outright: 

 
 
the stink that the fat man smells now... recalls his mother to him, and that 
time long ago when she used to bend over him to give him a kiss. Sixty years 
have gone by since that fat old man’s been a baby, but now he can feel her like 
rosewater by his side, so soft he starts to go drowsing off again, with a little 
smile playing in the dimples of his plump chin and pink cheeks. (pp. 4-5)94 
 

The rose being the ultimate symbol of romantic love and passion, the above 

passage is conspicuous for its sexual overtones, for it depicts a scene of an 

‘encounter’ with the ‘sweet-smelling’ mother, who is stereotypically the opposite end 

of the whore, who stinks with the disguise of cosmetics, and this encounter gives 

(sexual) pleasure to the fat man as a child and a sixty-year-old adult. Usually 

submerged in the subconscious, such imagery can be uttered consciously by the fat 

man; however, this is something Prospero would refrain from doing. This fits in well 

with the depiction of the fat man’s life, which is one of “long, roaring feast: food, 

drink, music, boys, girls, jumping and dancing, joking, singing, talk, crik-crak, one big 

long carnival” (p. 5).95 The fat man’s whole life is conspicuously one of “carnival,” 

i.e., one of preoccupation with the body and the indulgence of its pleasure, thus 

turning him into the alter ego or the libido of someone who denies himself of all 

these ‘pleasures’. This persona is clearly the king in the story; hence his order of the 

fat man’s ‘capture’ upon the news of his partying: 

 
 
– So the king all of a sudden feels this raging curiosity get a hold of him, what 
exactly do the young people get up to? I really ought to know, he tells himself, 
so I can protect my daughter – ha! So he has champagne poured into the 
stream in the palace rose garden, he sets this trap for those party-goers. The fat 
man, he’s the biggest drunkard of the lot, he laps and laps like a big old hunting 
dog and he laughs and laughs and then he collapses. When the king’s men 
report they’ve taken the fat man, but he’s all alone, the king’s disappointed. He 
wants a girl or two as well, to be a friend to his daughter… (p. 6) 
 

                                                
94 My emphasis. 
95 My emphasis. 
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The king, Serafine tells Miranda, has a daughter, who is “fifteen, an innocent, 

white as snow, pink as roses, gold hair like corn, and she’s never seen anyone 

outside her father’s palace. Her mother is dead, yes, just like in one of those fairy 

tales” (pp. 5-6). This is a clear allusion to the daughter and her absent mother in The 

Tempest much as, in fact, “many fairy stories begin with the death of a mother or 

father.”96 It is at the same time an allusion to “Snow White,” however, with a 

difference: Snow White is the only dark heroine. The primary aim of the king, as he 

claims, is to protect his daughter from other men since, as Serafine relates, he 

“remembers the way he thought about girls who looked like her when he was a 

young man, [so] knowing men like himself, he’d rather men were different” (p. 6), 

and she says of Miranda’s father that “he’s like all the rest” (p. 7), thus undermining 

him in the eyes of Miranda. Meanwhile, the narrator emphasises, Miranda 

“recognised the type, certain friends of her grandfather, though they wore beards 

and moustaches, umbrellas and hats, not roses” (p. 6). Umbrellas and hats being 

the ultimate symbols of ‘civilisation’, Miranda’s sentence is an allusion to how 

‘civilised’ men repress their desire. 

The fat man turns out to be an old friend of the king when he was young. At 

the rich table given for him, the fat man starts to recount the story of an island, which 

attracts the attention of everyone in the palace, including the king’s daughter: “She’s 

now in the room, she sees her father, but he doesn’t see her... The king’s daughter 

is creeping closer, still no one pays her attention” (p. 7). The fat man says, “[t]he 

people there [on the island] are fine people, generous, and brave” (p. 7), which 

provides a stark contrast to the king’s greed and the fact that “he’s mean, he’s 

scared if he eat some too, his guest’ll make him go call for more” (p. 7), as Serafine 

recounts. However, the following scene, which depicts the fat man ‘devouring’ the 

oysters served to him and the king persistently refusing to eat them, hints that there 

is an ulterior motive behind his refusal besides his meanness: 

 
 
– The fat man sighs over the wines poured for him, and picks from the dishes 
set down on the table – many many dishes – and oysters all shiny on a big dish 
of ice. Oh, the king twitches and narrows his shoulders, and refuses the 
oyster the fat man pushes at him, sitting on the soft cushion of his fat white 
hand. He likes oysters, oh yes, but he’s mean, he’s scared if he eat some too, 

                                                
96 Bruno Bettelheim, The Uses of Enchantment: The Meaning and Importance of Fairy 
Tales, Penguin Books, 1976, p. 8. 
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his guest’ll make him go call for more. He stares at the fat man who’s carefully 
sprinkling each oyster with a little cayenne and squeezing a little lemon juice out 
till the oysters squirm like tickled toes. And all the time words keep coming 
on. The fat man knows how to eat and talk at the same time – (p. 7)97 
 

The above scene is largely pornographical due to the connotations materialising 

around the “oysters” and the manner in which the fat man is ‘devouring’ them, which 

can also be calcified by the fact that “[i]n myth and fairy tale, the metaphor of 

devouring often stands in for sex,”98 as pinpointed by Marina Warner herself, and 

that “[a]ll phases of procreation are ruled by appetite: sexual intercourse, from 

kissing to penetration, consists of movements of barely controlled cruelty and 

consumption.”99 The emphasis on the oyster, the greatest of all aphrodisiacs, as one 

of the many dishes served is highly symbolic, for “[b]esides its poetic assimilation to 

female genitalia in a state of arousal, the oyster is symbolic of androgynous and 

hybrid wholeness”100 because it is hermaphroditic and its genitalia alternate between 

male and female. The fat man, then, symbolically has sexual intercourse with the 

oysters until they “squirm like tickled toes,” i.e., they have an orgasm, and 

meanwhile, “words keep coming on” from the fat man. Although the king “likes 

oysters, oh yes,” he refuses to give free reign to his feelings and ‘eat’ them but 

instead, he “stares at the fat man” and “twitches and narrows his shoulders” 

neurotically. The fat man whose life is one of “carnival” is no match for the king, who 

has ‘imprisoned’ himself and his daughter in the prison-palace. 

The king’s greediness is accentuated when, according to Serafine, “[t]he 

king’s dreaming of being king there as well” (p. 8), that is, on the island of Enfant-

Béate the fat man is telling about. Meanwhile, Serafine gives Miranda advice on 

being generous: “Never be mean, it’ll make you suffer – cast your bread upon the 

waters and it’ll come back.” (p. 9) For Serafine, “[h]uman beings can’t leave well 

alone, they go leave dirty marks on everything,” (p. 8) which is a critique to the way 

the ‘white’ men colonised the islands. 

According to Serafine’s account, 

                                                
97 My emphasis. 
98 Marina Warner, 1999, op. cit., p. 259. 
99 Camille Paglia, op. cit., p. 16. 
100 Chantal Zabus, 2002, op. cit., p. 144. 



 185

by his side, his daughter’s got a dream too – a new world, a new life… She 
longs… In here, the princess feels a hole she wants to fill up with something, 
she don’t yet know what it might be. She’ll find out, in time. But that’s a long 
story and have to keep. (p. 8)101 
 

That the princess “feels a hole,” i.e., ‘lack’, somewhere in her is suggestive of the 

notion of “loss,” pointing, according to Irigaray, to the position of women in the 

symbolic, i.e., “the order of verbal communication, the paternal order of genealogy” 

and “a temporal order,”102 where the female is denied having an ‘encounter’ with the 

mother: the daughter in the fairy tale has no mother. According to Irigaray, it is via 

the symbolic order that the drama of sexual difference of fullness (the masculine) 

and lack (the feminine) is played out as the symbolic is motivated by the father’s 

words. 

Then the fat man’s young master who’s been searching for him comes in, 

and delighted at having found him, asks the king to make a wish: 

 
 
“There must be some reward you’d like, some treasure, some delightful little 
thing.” 
– Then he catches sight of the princess, at the same time as the king himself 
realises that she’s been standing there all along. “For your daughter’s sake.” 
– The princess starts, “Where have you come from?” She’s never seen anyone 
like him, so polished and smooth, like a cobnutshell all over and with shining 
black eyes like liquorice. Her father sees her looking like that, and he gets to 
feel scared he’ll be bound to lose her. (p. 9)103 
 

The way the young master and the king’s daughter catch sight of each other and the 

fact that the king construes this as a threat serve to establish a strong parallelism 

between the young master here and Ferdinand in The Tempest. The temporary 

invisibility of the princess imbues her with the power of ‘looking’ instead of being 

‘looked at’. Then 

 
 
– The master laughs, reaches out a hand, he’s about to make her sit beside 
him, and whisper to her, her father can tell, so he cuts in quickly instead and 

                                                
101 My emphasis. 
102 Julia Kristeva, 1986, op. cit., p. 152. 
103 My emphasis. 
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says, “Her mother… I, I have always wanted nothing but her happiness…” 
He’s afraid, he’s stammering. The young master frowns, the fat man giggles. “I 
want her safe… You see, she’s the most precious thing I have.” “My word, so 
serious! What about some fun? What about her fun?” (pp. 9-10)104 
 

The word choice of the king duly parallels that of Prospero: “[h]er mother… I, I have 

always wanted nothing but her happiness…”; “I want her safe;” “she’s the most 

precious thing I have.” The anaphoric reiteration of the “I” accompanied by what the 

“I” wants or has, overriding that of “the mother,” serves to foreground the male 

fantasy of absolute domination over the female, thus also pointing to the selfish 

nature of the king’s supposed wish for his daughter, which is to ensue. Meanwhile, 

the young master 

 
 
throws back the cloak of fur he wears off his shoulders, he holds out his hand to 
the girl once more. But her father puts his arm around her… His daughter 
stands quietly by, wishing, wishing – for something, she wishes she knew what. 
(p. 10) 
 

This scene replicates the relationship between Ferdinand and Miranda in the play as 

Ferdinand “holds out his hand to” Miranda after he takes off his cloak in Prospero’s 

fashion. The king answers the young master’s offer on granting the king whatever 

he wants by wishing everything he has is really worth something so that it “would 

help her future. I mean then she could have a good settlement” (p. 10), which is duly 

granted. From that moment on, everything he touches turns into gold, including his 

daughter: 

 
 
he lifts himself from the table and clutches at her. Then she too, her hair, her 
skin, her clothes, her hands, her eyebrows and her eyelashes, all of her, 
changes into gold – (p. 11) 
 

The fairy tale thus turns out to be a re-telling of “King Midas and the Golden Touch” 

with its associations of transforming power and Dionysus thus Ariel in The Tempest, 

                                                
104 My emphasis. 
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which is explored in Chapter 2.105 The most significant appropriation comes at the 

end of the fairy tale, for, in Serafine’s version the 15-year-old princess cannot be 

turned into gold but, to his delight, the king soon realises that 

 
 
[i]nside her gold shell, his daughter’s still alive! She even puts her gold hand in 
his. ‘My precious girl’, he whispers in her ear, ‘you’re here, at home, with me. 
Everything will be all right, you’ll see. Your life is only just beginning’. – (pp. 11-
12) 
 

Cutting the story in half, Serafine says to Miranda, “You’ll see. But not today” (p. 12). 

Serafine never recounts the rest of the story, yet a careful examination reveals 

which protagonists the characters in the fairy tale correspond to and how the fairy 

tale is completed in the lives of the fictional characters of the novel. This is a device 

the implied author resorts to at times; the holes left in the fairy tales are filled by the 

protagonists in the novel. The fairy tales, then, function as mise en abyme, for the 

two layers are intertwined: one being the fairy tale, the other the plot. 

Thomas Bonnici propounds that the fat man is “Dionysus, the god of revelling 

and feasting, who, in a hypodiegetic stance, tells the pre-European story of the 

island of Enfant-Béate,”106 – the young master is then Silenus – and that: 

 
 
Serafine’s old story becomes a parable on the colonization issue. Dionysus and 
his friends represent the islanders, living in utmost innocence; the Phrygian king 
is represented either by pirate and colonizer Christopher Everard, or by 
plantation owner Sir Anthony Everard… A hindsight perception of the story that 
starts the narrative reveals the tragic outcome of colonial encounters.107 
 

                                                
105 Legend has it that “Midas, legendary king of Phrygia who, having hospitably entertained 
Silenus, the companion of Dionysus, when he had lost his way, was given a wish, and 
wished that all he touched might turn to gold. On discovering that this applied to his food also 
he asked to be relieved of the gift. He was told to wash in the river Pactolus, which ever 
since has had sands containing gold. Midas is also said to have captured Silenus, who used 
to visit his garden, and curious to learn his wisdom made him drunk by mixing wine with the 
water of the spring,” (“midas,” The Concise Oxford Companion to Classical Literature, 
op. cit., p. 349). 
106 Thomas Bonnici, “Sycorax and Serafine: community building in Marina Warner’s Indigo 
(1992),” Maringá, Vol. 25, No. 1, 2003, pp. 1-15, p. 9, my emphasis. 
107 Ibid. 
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In such instances, where Serafine hints prophecies about the future, she 

obviously acts as a fairy, whose etymology calcifies the association of old women’s 

speech with fairy tales: 

 
 
The word ‘fairy’ in the Romance languages indicates a meaning of the wonder 
or fairy tale, for it goes back to a Latin feminine word, fata, a rare variant of 
fatum (fate) which refers to a goddess of destiny. The fairies resemble 
goddesses of this kind, for they too know the course of fate. Fatum, literally, that 
which is spoken, the past participle of the verb fari, to speak, gives French fée, 
Italian fata, Spanish hada, all meaning ‘fairy’, and enclosing connotations of 
fate; fairies share with Sibyls knowledge of the future and the past, and in the 
stories which feature them, both types of figure foretell events to come, and give 
warnings.108 
 

During the re-telling of the fairy tale, ‘fact’ and ‘fiction’ are duly collated. Whilst she is 

telling her tale, Serafine is alluding to and re-telling the two fictional texts, namely, 

The Tempest and “King Midas and the Golden Touch.” The latter blends ‘fact’ and 

fiction in itself since historically, it is known that, son of Gordius and Cybele, Midas 

was king of Phrygia in the late eighth century BC and was renowned for his wealth. 

However, its story is clearly a myth. Serafine is also embedding some ‘factual’ 

autobiographical information about herself and her past in the tale: 

 
 
The fat man’s speaking of an island – he and all the gang have been there 
together once and never forgotten it, how could they? It’s called Enfant-Béate, 
Blessed Child… They sailed there in a big ship with white sails and came in to 
land in little boats. They rowed ashore from the deepwater harbour where two 
rivers flow together from the red mountain at the centre. This is where I was 
born, right there, in that village, that’s called Belmont. Where your 
granddaddy was born, and your father too. (p. 7)109 
 

In the above excerpt, what is significant is the salient shift from the third-person 

narration, i.e., “the fat man,” “he” or “they,” to the first-person “I,” and later “your,” 

which, in turn, shifts the narration from being fiction to ‘fact’ since Belmont district of 

Port of Spain is a real place.110 That said, it could well be claimed that the district of 

                                                
108 Marina Warner, 1999, op. cit., pp. 14-15. 
109 My emphasis. 
110 Much of the Belmont district of Port of Spain was once Warner lands, belonging to the 
black or the white branches of the family. 
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“Belmont” with its associations of people sailing there in ships and landing in the 

village is an ideologeme in the fairy tale, as in the novel. Like the implied author, 

Serafine the storyteller rewrites fictional texts and blends them with a real-life story, 

including her own. It is, therefore, impossible for Miranda the listener as well as for 

the implied reader to remain ‘inside’ the meaning world of this story. On the contrary, 

the narrative of Serafine immediately takes both Miranda and the implied reader 

‘outside’ of the story to the real world of Belmont, hinting this is the story of real 

people. The interrelation that is not confined to the precincts of the novel but 

extends to the real-time future owing to the dispersed ideologemes and “cultural 

textuality” of the novel has significant implications for the future. This fact turns not 

only Serafine but also the implied author, who is connected to the real author, to 

fairies, who “share with Sibyls knowledge of the future and the past” and “foretell 

events to come, and give warnings.” 

The “I” of Serafine is, in fact, rather problematic, thus subversive, too since it 

is far from representing the unified subject “I.” The “I” of Serafine is at once her own 

utterance as a fictional character and the utterance of the implied author, which is at 

the same time connected to the real author. Therefore, it is the product of a subject 

‘outside’ the text and the pronominal subject of the text itself. Leaving out the 

‘outside’ subject and concerning only with the subject in writing, as Kristeva offers, 

does not terminate the problem. Serafine’s “I” is still problematic in that the 

pronominal “I” which refers to that subject is always changing and has no stable 

signified (‘outside’ subject) to which it can be referred. It could also be claimed that 

Serafine is, then, in-between in terms of diegesis: she is homodiegetic by speaking 

“I” in her own fairy tale and heterodiegetic by speaking the words of the implied 

author. Within the context of such kind of intertextuality, Serafine as the utterer of 

the “I” is based on the principle of “double” since she is, as will later be further 

explored, also connected to both Sycorax in the play and Sycorax in the novel. 

The plot of the fairy tale is, then, ‘twisted’ in the sense that it deviates 

significantly from the conventional plot-pattern of the fairy-tale genre since it 1) does 

not culminate in happy ending and 2) touches widely upon social, political, and 

religious issues, which would normally be shunned in a classical fairy-tale plot. 

The ending of Serafine’s fairy tale, where the king’s daughter turns into gold, 

evokes the theme of Dionysian alchemy, transformation, metamorphosis, and the 
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sea-changes of The Tempest as aforementioned, which is, in turn, closely 

congruous with the effect or function of Serafine’s stories: 

 
 
Miranda was sitting on a rug Serafine had spread near the bench she usually 
chose, beside the huge marble log that lay athwart the lawn like a shipwrecked 
spar. It was so old the wood had turned into stone… it was much older than 
Serafine, who was herself even older than Miranda’s grandfather, though she 
did not seem it to the child. 
Miranda fancied that Serafine had something to do with the change that had 
overtaken the tree’s nature and turned it into a rock; in her stories everything 
risked changing shape. (p. 4)111 
 

Unlike in the Biblical story where Lot’s wife, ‘looking back’ on Sodom, was turned 

into a pillar of salt, Serafine does not turn into stone. In “her stories everything risked 

changing shape,” that is, she herself changes into stone the ‘grand narratives’ which 

she ‘looks back on’. She thus takes the privilege of ‘looking’ from the male and 

“returns the gaze,” to use Bhabha’s term, becoming a Medusa-figure,112 whom no 

men, not women, can look at without turning to stone.113 Serafine’s Medusa-like 

grotesque physicality is evidenced in the following extract: she is “a tall woman who 

stooped her shoulders and poked her neck forward; she had wanted to look more 

compact, less rangy, ever since she had suddenly shot up in her twelfth year” (p. 

35). Her congruity with Medusa is further exalted through the following instance. 

Whilst Serafine is telling her tale, the narrator continues, 

 
 
Miranda handed Feeny a wilted string of daisies; stood up, arranged it on the 
nurse’s hair, a crooked garland resting lightly on her stiff, brushed-down mat… 
the child’s own daisy garland had come to pieces, a broken end was trailing 
over her brow… (p. 5; 12)114 
 

                                                
111 My emphasis. 
112 In Greek myth, Medusa is one of the three female monsters called Gorgons (Gorgonēs). 
According to Hesiod, “there were three Gorgons: Sthenno (‘mightly’), Euryalē (‘wide-
wanderer’), and Medusa (‘queen’), living in the far West, by the stream of Ocean, daughters 
of the sea deities Phorycs and his sister Ceto, and sisters of the Graiane. They are often 
given monstrous features such as serpents in their hair and glaring eyes. Medusa, who 
alone was mortal, and whose head was so fearful that anyone who looked at it was turned 
into stone,” (“gorgons,” The Concise Oxford Companion to Classical Literature, op. cit., 
pp. 243-44). 
113 Freud interprets this as the “terror of castration” felt by boys at their first glimpse of female 
genitals. 
114 My emphasis. 
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Prospero’s worn-out cloak which he puts on when he is casting his magic finds its 

correspondence in the “crooked” daisy wreath of Serafine and Miranda, which 

Miranda arranges on their hair. The “string of daisies” reminds one of “a laurel 

wreath”115 and its inextricable connection with the laureate, the meanings of which 

are enlisted in the dictionary as “a person on whom honor or distinction is 

conferred” and as “poet laureate,”116 denoting, in its broad sense, “a poet 

recognized or acclaimed as the most eminent or representative of a country or 

locality.”117 Both of these meanings and the connotations materialising around the 

words “laurel” and “laureate” converge to confer an authority on the person who 

possesses the logos, which is, as Derrida calls a “transcendental signified” in and of 

itself thus “claims to reduce the power of the maternal to the same – the Same – in 

herself and for itself,”118 and suggest that authority is one conferred on him by a 

higher ‘authority’. To put it another way, the person who is to be a laureate must 

necessarily comply with the authority, or a master, thus concomitantly representing 

his ‘grand narratives’. Placing a wreath on one’s head, then, symbolises both the 

artistic status of the person and his compliance with a higher authority in producing 

his work. 

The material from which the wreath is made and the condition of it, coupled 

with Serafine’s attitude to it, problematise her, and Miranda’s, relationship with 

authority in various ways. Nevertheless, understanding this better requires one to 

begin with the spatial reference, that is, the place where Serafine is telling her 

“alarming stories:” 
                                                
115 Greek daphne, Latin laurus, laurel is a bush “sacred to the cult of the son of Apollo. The 
myth of the metamorphosis of Daphne, the nymph of whom he was enamored, into a laurel, 
is cited to explain his association with the tree. Through it Apollo provided oracular wisdom, 
purging himself of guilt for killing the dragon or snake Python, and Orestes for killing his 
mother Clytemnestra. Laurel leaves were prized not only for their medicinal properties but 
also for their ability to cleanse the soul of guilt. Laurel groves surrounded the shrines of 
Apollo, and the oracular priestess Pythia in Delphi chewed laurel leaves when she mounted 
the wreathed tripod on which she received Apollonian wisdom. Laurel was sacred to 
Dionysus, along with ivy, and, in ancient Rome, to Jupiter as well. It came to symbolize 
peace after the defeat of one’s enemies: notices proclaiming victory, and the weapons with 
which it had been won, were adorned with laurel sprigs and placed in the lap of a sculpted 
Jupiter… Laurel leaves were prized in the early Christian world as well, as a symbol of 
eternal life and of the renewal brought by Christ’s sacrifice. The allegorical goddess Victory 
(Greek Nike) has been portrayed throughout the centuries as crowning victors with laurel 
wreaths,” (“laurel,” Hans Biedermann, op. cit., pp. 202-03). 
116 “laureate,” Webster’s Encyclopedic Unabridged Dictionary of the English Language, 
op. cit., p. 811, my emphasis. 
117 “poet laureate,” Ibid., p. 1110, my emphasis. 
118 Luce Irigaray, 1995, op. cit., p. 55. 
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Serafine used to tell Miranda alarming stories and Miranda remembered this 
one, later; she remembered how they were sitting, in the garden of the square 
where Miranda’s grandfather lived… (p. 3)119 
 

More significantly yet, “[t]he gate in the privet hedge was kept locked: only tenants 

had a key, and Sir Anthony Everard gave Serafine his” (p. 3).120 To begin with this 

quotation, it builds upon the twin issues of trust and authority pertaining to the 

“locked gate” and its “key.” The key obviously symbolises power and authority 

symbolically because of its phallus-like function, i.e., penetration, and since it 

basically “controls access”121 to any realm – be it knowledge or a physical space –, 

which some are significantly hindered from ‘entering’; it thus symbolises power for 

the very reason that it is granted to the privileged in one way or other, “to those who 

are judged trustworthy.”122 The power of the key is, then, dependent upon a 

trustworthy receiver, just like how “absolute power is dependent on others and so in 

a sense is possessed by them as well.”123 A related yet subtle overtone of the image 

is that “a key (even in ancient times) is a relatively small thing compared to that 

which it opens. Thus it suggests something of power, mystery and exclusivity.”124 

That Serafine as a woman who is ‘owned’ or paid does not have a key for 

herself like the tenants who pay for the place do but is ‘granted’ Ant’s key both 

indicates that Serafine has “something of” Ant’s “power” and that she is a trusted 

servant: “[f]or the one who gives the keys, they are symbols of trust and belief in the 

character of the steward. For the ones who receive the keys, they are symbols of 

responsibility.”125 No doubt Anthony Everard has, in Prospero’s words, “A 

confidence sans bound” (Act I, Scene ii, line 97) in Serafine, for he says, “‘[s]he’s 

experienced, she’s absolutely devoted to the family, she’s indispensable’” (p. 55). 

The pivotal question to be posed at this point remains: is Serafine really to be 

trusted; is she reliable? The question of her reliability and responsibility could be 

                                                
119 My emphasis. 
120 My emphasis. 
121 “keys,” Dictionary of Biblical Imagery, op. cit., p. 476. 
122 Ibid. 
123 Eric Cheyfitz, op. cit., p. 75. This is explored in the dissertation in Chapter 2 in relation to 
Prospero casting away his enemies on the very island which he sees as exclusively his 
‘space’. 
124 “keys,” Dictionary of Biblical Imagery, loc. cit., my emphasis. 
125 Ibid. 
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answered in two respects in line with her two functions in the master’s home: 1) 

Serafine as a housekeeper or a domestic worker and 2) Serafine as a nurse. 

As Xanthe tells Miranda, Serafine’s room itself “smells funny, like an old jar 

with something sticky and brown in it you can’t tell what it is” (p. 234). One more 

quotation would suffice to elucidate her reliability as a domestic worker: 

 
 
Sir Anthony and Gillian Everard lived in a large flat on the top floor of a mansion 
block; on one side, they had a view of the exclusive, enclosed garden in the 
square below… Inside the flat, servants’ stairs laid with spongy brown lino led 
from the kitchen up one flight to the attic storey… There Serafine lived…  
The Everards’ was not one of these houseproud front doors; its furniture was 
mottled, on account of Serafine’s lack of interest in it. (p. 35)126 
 

The attitude of Serafine towards the furniture entrusted to her is basically “lack of 

interest,” which is in actuality imbricated in a vested interest that lies elsewhere, as a 

result of which the furniture becomes “mottled.” The word “mottled” has significant 

overtones within the politics of postcolonial theory as first used by Jacques Lacan in 

his description of mimicry, which heads Bhabha’s essay entitled “Of Mimicry and 

Man”: 

 
 
Mimicry reveals something in so far as it is distinct from what might be called an 
itself that is behind. The effect of mimicry is camouflage... It is not a question 
of harmonizing with the background but, against a mottled background, of 
becoming mottled – exactly like the technique of camouflage practised in 
human warfare.127 
 

Adopting Lacan’s description of mimicry, which he provides as an example to 

describe the ‘gaze’, Bhabha raises the concept of “mottling” to symbolic heights, 

contending it is a visible sign of hybrid subjectivity and concluding on its ‘ambivalent’ 

yet transgressive aspect: “mimicry is at once resemblance and menace.”128 Put 

another way, mimicry is simultaneously imitation of and threat to or ridicule of 

patriarchy and colonialism as its byproduct. Serafine’s ‘snakelike’ hybridity derives 

                                                
126 My emphasis. 
127 Homi K. Bhabha, 1984, op. cit., p. 125, my emphasis. 
128 Ibid., p. 126. 
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from the fact that she is considered ‘family’ and given the ‘key’ much as she is in 

actuality a servant. Put another way, she “occupies a position both inside the society 

to which she belongs, and outside.”129 And “behind” Serafine’s surface 

acquiescence lies not her wish to “harmonise with the background” but her aim to 

mount a resistance to the power and authority of the patriarch by stripping her of the 

pressure of the gaze. The literalisation of this escape, which is concomitant with its 

metaphorical signification, is palpable when she avoids being ‘captured’ or 

objectified within the ‘frame’ whilst a family photograph is being taken after the 

christening of Xanthe: “Serafine… was standing back from the crowd, making sure 

she was not in the camera’s view” (p. 26). Serafine gives the same advice to 

Miranda once she ends her fairy tale, relating it to the situation of the king’s 

daughter in the tale, where she goes unnoticed in the presence of the young master: 

“‘Don’t you let anyone know what you are, or notice you too much. Always be a 

secret princess, sweetheart’” (p. 12). The cautionary note of Serafine, who has “soft, 

full lids and high eyebrows, so even shut, her eyes expressed a certain rueful 

humour” (p. 3),130 is suggestively ironic, and her advice to by-pass the patriarchal 

gaze, thus avoiding to connote “to-be-looked-at-ness,”131 takes one to the next 

function of Serafine in the household: 

 
 
Before Xanthe was born, she was often lent to Miranda for the night; when Kit 
and Astrid were going out they’d bring their daughter round to the flat and leave 
her with Serafine, who’d put her to bed in the room next to hers and tell stories, 
staying with her… (pp. 50-51) 
 

The question of Serafine’s reliability as a nurse or nanny could be explored within 

the specific context of storytelling and the current spatial reference: she is telling 

Miranda her fairy tale, with which the novel opens, “in the garden of the square 

where Miranda’s grandfather lived” and which his mansion block overlooks, in fact, 

in both senses of the word. Symbolically speaking, the “enclosed” garden stands for 

the womb, which is “a walled garden, the medieval hortus conclusus, in which 

                                                
129 Marina Warner, 2003, op. cit., pp. 266-67. 
130 My emphasis. 
131 Laura Mulvey, “Visual Pleasure and Narrative Cinema,” Screen 16.3, Autumn 1975, pp. 
6-18, p. 9. 
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nature works its daemonic sorcery.”132 This locked garden also symbolises the 

Garden of Eden with the forbidden tree of knowledge of good and evil, whose key 

Serafine is granted since she is trusted, which problematises the status of Serafine’s 

“alarming stories,” which, one infers, work a “daemonic sorcery,” mimicking thus 

destabilising the authority of the grand narratives of the Everards, rather than re-

presenting them. Hence the worn-out situation of the wreath, in this context, the 

Western logos, and Serafine’s indifference to it, paralleling her “lack of interest” to 

the furniture, which is imbricated in a vested interest: 

 
 
Serafine touched it, left it there, then carried on: (p. 5) 
… she bent to look at Miranda; the child’s own daisy garland had come to 
pieces, a broken end was trailing over her brow, so Serafine plucked it from 
Miranda’s head, and let it fall into her palm… She closed her hand over it, 
and laughed, a deep low gurgle, then pinched Miranda’s cheek softly, between 
her finger and thumb… Then Serafine let them out of the garden with her key, 
dropping the daisy wreath behind her. (p. 12)133 
 

Serafine’s conspicuous indifference to the wreath stands in stark contrast to 

Prospero’s exclusive dependence on his robe, signalling the status of Serafine as an 

artist who does not need symbols to tell ‘charming’ stories: “[f]or Serafine could still 

conjure Enfant-Béate when she wanted, even for those who had never been there, 

like Miranda” (p. 51),134 and her wish to divorce herself from the masculine authority. 

Given Serafine’s aforementioned connection to Medusa, who is also conspicuous 

for her snaky hair, which “indicates a multiplication of penis symbols signifying 

castration,”135 thus symbolising a female body that can fragment the unity of a 

‘body’, it is apt that the daisy wreath would “come to pieces” on Serafine’s “stiff, 

brushed-down mat.” Serafine can be correlated to the Greek Gorgon, who also has 

“snakes in her hair” and an “outthrust tongue” like Serafine, in its metaphorical 

sense: 

 
 

                                                
132 Camille Paglia, op. cit., p. 12. 
133 My emphasis. 
134 My emphasis. 
135 Susan E. Gustafson, Absent Mothers and Orphaned Fathers: Narcissism and 
Abjection in Lessing’s Aesthetic and Dramatic Production, Wayne State University 
Press, 1995, p. 190. 
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The Greek Gorgon was a kind of vagina dentata. In Archaic art, she is a 
grinning head with beard, tusks, and outthrust tongue. She has snakes in her 
hair or around her waist. She runs in swastika form, a symbol of primitive 
vitality. Her beard, a postmenopausal virilization, turns up on the witches of 
Macbeth. She is like a jack-o’-lantern or death’s-head, the spectral night face of 
mother nature… Flower, mouth, wound: the Gorgon is a reverse image of the 
Mystic Rose of Mary. Woman’s genital wound is a furrow in female earth. Snaky 
Medusa is the thorny undergrowth of nature’s relentless fertility… The Gorgon’s 
name comes from the adjective gorgos, “terrible, fearful, fierce.”136 
 

The mythological figures Serafine is thus far connected to, namely, Medusa, Gorgon 

and Harpy, are notably hybrid thus ambivalent figures like those Ariel in the play is 

connected to, which significantly helps them escape any imposition of meaning by 

patriarchal dynamics. 

Reverting to the daisy wreath, since daisy symbolises innocence, the daisy 

wreath that Serafine plucks from Miranda’s hair emblematises Miranda’s loss of 

innocence due to the stories she listens from Serafine. In this case, Anthony 

Everard plays two parts like Bluebeard: he is, on the one hand, the patriarch whose 

orders must be obeyed, and on the other hand, he plays the serpent who seduces 

them by handing Serafine the key, thus exciting curiosity and desire in Serafine and 

especially Miranda, who, like Eve, disobey the patriarch and endanger their lives, 

culminating in the ‘death’ of Miranda’s innocence, as symbolised by what befalls the 

daisy wreath. 

The appreciation of the significance of the following extract quoted afore: 

 
 
so Serafine plucked it [the daisy wreath] from Miranda’s head, and let it fall into 
her palm… She closed her hand over it, and laughed, a deep low gurgle, 
then pinched Miranda’s cheek softly, between her finger and thumb. (p. 12)137 
 

necessitates yet another elaboration. As the chapter unfolds, the implied reader is 

presented yet more information about the physical features of Serafine Killebree, 

and her palms are saliently depicted by the narrator as such: 

 

                                                
136 Camille Paglia, op. cit., p. 47; 48, my emphasis. 
137 My emphasis. 
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Serafine’s palms were mapped with darker lines as if she had steeped them in 
ink to bring out the pattern; the lines crisscrossed and wandered, and Miranda 
would have liked to be able to puzzle out the script, for she was just beginning 
to read. Feeny’s palms were dry and hard like the paper in a storybook, and 
when they handled Miranda she felt safe. (p. 4) 
 

The portrayal of Serafine’s palms in terms that evoke the image of a map, e.g., 

“lines” and “pattern,” and that of storytelling, e.g., “ink,” “pattern,” script,” “paper,” 

“storybook,” further registers Serafine’s position as the storyteller in the novel. In the 

same fashion as a map, Serafine’s palms per se have the ability to tell stories; she 

is herself a “storybook,” thus positing her body as a signifier producing a “script,” i.e., 

meaning. With her body she ‘writes’ with, she becomes a living site of resistance, as 

Peter Hulme contends the othered figures in The Tempest do. Therefore, the way 

she “let it [the daisy wreath] fall into her palm” and “closed her hand over it” signals 

the fact that she ‘encloses’ and ‘erodes’ the authority of the ‘logos’ in her feminine 

body, just like Miranda in the play ‘encloses’ her father’s magic robe by putting it in 

the closet. And the fact that she “laughed, a deep low gurgle” further turns Serafine 

into a Medusa-figure who subverts authority with her laugh. Serafine is thus the 

literal embodiment of what Hélène Cixous, in her essay “The Laugh of the Medusa,” 

summarises to be the aim of l'écriture féminine: 

 
 
Woman must write her self: must write about women and bring women to 
writing, from which they have been driven away as violently as from their 
bodies... Woman must put herself into the text – as into the world and into 
history – by her own movement.138 
 

It would not be extraneous to bring up within this context the connection Camille 

Paglia establishes between the laughter of Medusa and feminine nature, thus 

accentuating its ambivalence: “Medusa’s snaky hair is also the writhing vegetable 

growth of nature. Her hideous grimace is men’s fear of the laughter of women. She 

that gives life also blocks the way to freedom.”139 

                                                
138 Hélène Cixous, “The Laugh of the Medusa,” The Norton Anthology of Theory and 
Criticism, Ed. by Vincent B. Leitch, New York and London, WW Norton and Company, 
2001, pp. 2039-55, p. 2039. 
139 Camille Paglia, op. cit., p. 14, my emphasis. 
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Before proceeding to explicate Serafine’s relationship with Miranda, who 

“would have liked to be able to puzzle out the script,” it stands to reason to take a 

hiatus to further elaborate on the connotations materialising around Serafine’s body, 

or more specifically, her palms. The way they are steeped in ink connects Serafine 

to the main title of the novel, Indigo, thus, in turn, to Sycorax in the seventeenth-

century narrative, who engages in making the poisonous indigo dye. In the same 

way as Sycorax gets blue all over as aforementioned, Serafine has stains of ink on 

her body, which “signal[s] the presence of a painful past in a reborn future.”140 As 

Sycorax in The Tempest, the “blue-eyed hag” (Act I, Scene ii, line 269), whose blue 

eyelids are not physical but a metaphorical sign of pregnancy, the blueness of 

Sycorax in the seventeenth-century tale is, then, a sign of her ‘pregnancy’ with 

stories. Serafine’s correspondence to Sycorax is calcified as Serafine’s eyes turn 

“glassy, bluish and milky with old age” (p. 400). Serafine and Sycorax are, then, the 

storytellers in their respective layers of narrative, who are connected to each 

other.141 

Specific stress is laid on Miranda soon learning to “puzzle out” Serafine’s 

“script” and on Miranda feeling safe when Serafine holds her hand. This is, then, an 

index of the fact that Miranda is going to be her true heiress in terms of 

storytelling/authorship. This is also inferred through a closer inspection on the 

aforementioned sequence of the dyeing process, paying special attention to the 

colour “yellow” and the element “air”: “the sulphurous yellow stage of the liquor 

before it was exposed to the air, then binding with the air, it gradually turned to 

blue” (p. 147).142 Considering that the penultimate colour extracted before “blue” is 

“yellow,” it is highly conspicuous that Serafine describes Miranda’s skin as “high 

yellow” (p. 5). She is, then, going to ‘turn blue’ soon, that is, she will be her heiress, 

through her “exposure” and “bond” with “air,” i.e., Serafine, who is very much 

suggestively connected to the airy spirit, Ariel in the play, who also has “a touch of 

blue” on his body, as mentioned in Chapter 2. 

                                                
140 Susan Stanford Friedman, op. cit., p. 161. Although Friedman makes this analysis in 
relation to Julie Dash’s film Daughters of the Dust, which was made in 1992, the same year 
Indigo was published, the analogy is clear. 
141 The relationship between Sycorax and Serafine in terms of “storytelling” is further 
elaborated both within the context of seventeenth-century narrative and that of twentieth 
century. 
142 My emphasis. 
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Serafine Killebree, the metaphorical density of whose name does not betray 

her, operates much more subtly than the powerful obeah woman Christophine in 

Wide Sargasso Sea,143 who destabilises the white patriarch Rochester’s power 

openly and publicly, or she ‘laughs’ much less uproariously than Fevvers, the half-

bird, half-woman protagonist in Nights at the Circus: Serafine’s agency power is in 

her discourse. An intruder on the prowl, Serafine, who escapes the gaze by 

seemingly complying with the order and becoming “mottled,” thus corresponds, on 

the one hand, to the princess in the fairy tale, who can stay in the room within the 

presence of the young master thanks to her invisibility. Everything Serafine 

‘touches’, be it surroundings, e.g., furniture, or people, e.g., Miranda, “risks changing 

shape,” i.e., is transformed into something undesirable from the vantage point of 

colonialism and patriarchy. Equipped with a transforming power, Serafine with her 

‘script’, is, then, at the same time the parody of the king in the fairy tale, that is, she 

is the king with a difference. The presence of Serafine, who undercurrently shatters 

the trust of the patriarch and short-circuits the patriarchal dynamics in the 

household, presages also the infliction and transformation of the members of the 

Everard family, to which we shall now turn. 

 
 
 

3.2. “Lilac/Pink”: “Unstanched Wenches” and Masters of 

a “Full Poor Cell” 

 
 

Then thou our fancy of itself bereaving, 
Dost make us Marble with too much conceaving…144 

 
 

The epigraph to Part I: “Lilac/Pink” reads: 

 
La lengua no tiene dientes y más que ellos muerde. 
(The tongue has no teeth, but a deeper bite.) (p. 13) 

                                                
143 Marina Warner admits that Serafine owes a great deal to Jean Rhys’s Christophine in 
Wide Sargasso Sea in Signs and Wonders, London, Chatto & Windus, 2003, p. 266. 
144 Milton, “On Shakespear.” 
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This Spanish proverb with its English translation seems to be a nascent foreboding 

that the part concerns the symbolic question, i.e., which characters have the power 

of language and which lack it. It also encapsulates the whole intent of the novel, 

which is to grant a voice to the past, strangulated and gainsaid stories of the people 

rendered the other by providing them with a locus in which the functioning tool is the 

word, either written or of mouth, rather than the sword, metonymic of military 

strength. 

The first chapter of Part I that is called “two” sets out to dispel the 

disorientation fuelled by “Serafine I” by immediately providing the setting: “London, 

November 1948” (p. 15). This contextualisation gives clues as to the fact that it 

concerns the Everard family, as to the ages of the protagonists and that this is set in 

the year when Xanthe Everard (b. 1948) is born since the dates of birth are specified 

in “Principal characters.” The date also refers the implied reader to an external 

reality, calling to mind London, which is still in the throes of war-time rationing, for 

the year “1948” significantly marks the end of World War II. Against the backdrop of 

the post-war period, the chapter employs a spatial narrative trope, using the 

christening of Xanthe at the church and the ensuing lavish feast at Severn Court, 

where Ant and Gillian Everard reside, as a narrative occasion to juxtapose the 

polyphonic profiles of the two Everard families to bring out the diversities in 

disposition, attitude, identity, and socio-economic status between the family 

members: one family consisting of Kit, Astrid and Miranda Everard, and the other, of 

Anthony, Gillian and their new-born baby Xanthe Everard; and not least, Serafine 

and Xanthe’s principal godmother, Princess Alicia. As another ‘outside’ reality, the 

date, November 1948, also refers to the birth of Prince Charles, the future Prince of 

Wales, in November 1948, correlating Xanthe with royalty, which is highly relevant, 

as it will be explored in the unfolding of this part of analysis. 

As the first chapter of Part I is named “two,” it could well be claimed that, in 

theatrical terms, this part corresponds to Act I, Scene ii, which refers the implied 

reader to Act I, Scene ii of The Tempest, which opens with the stage directions: 

“Enter Miranda and Prospero,” and Miranda, overwhelmed at the scene of the 

tempest, runs to her father to beg for the lives of the shipwrecked victims. Crucially 

then, similarly with the corresponding scene of the play, this part of the novel opens 

with the mention of six-and-a-half-year-old Miranda and her father. Like her 
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namesake in the play, Miranda is now experiencing a tempest which includes a lot 

of noise, i.e., an aural chaos: 

 
 
As Miranda was slipping her fingers into her father’s warm gloved hand and was 
following him out of the door, she heard a cry from the kitchen; her mother 
was dragging out the kitchen drawers one by one and banging them in again, 
till she jerked at one so hard it fell out of the dresser altogether and the cooking 
utensils inside crashed on to the worn lino in a twister heap of knives and 
ladles and pierced spoons and potato mashers and meat-mincing discs of 
different gauges. Astrid Everard abandoned it with a flailing gesture of the hand, 
flung herself on to a chair at the kitchen table, and grasping a double whisk and 
a mixing bowl, set to sobbing… (p. 15)145 
 

It is very much the case that Miranda owns a dysfunctional family with parents 

whose “savagery of… clashes” (p. 18) infiltrate her life as a child, and the above 

scene clearly represents only one of “the tempests of her childhood” (p. 15). As 

Miranda in the play experiences the tempest, i.e., an aural chaos and a “direful 

spectacle” (Act I, Scene ii, line 26), from a liminal space, that is, from the shores of 

the island, i.e., from the dividing line between the ‘old’ and the ‘new’ world, Miranda 

in the novel experiences this tempest, also an aural and visual chaos, from the 

threshold of the house as she is about to walk “out of the door” with her father, 

which proves to be a metaphorical threshold between culture, i.e., her father’s 

“gloved hand,” and nature, i.e., her mother’s “cry.” The account starts with a close-

up of “her father’s warm gloved hand” by Miranda and immediately proceeds with: 

“she heard a cry” and “her mother,” to foreground what she experiences at the face 

of the tempest, just like what matters in the tempest scene in the play is Miranda’s 

feelings. However, “her mother” is interrupted by the very mention of the name 

“Astrid Everard,” which clearly presents a shift in point of view from Miranda’s to the 

narrator’s, serving to disrupt the narrative thread of the paragraph and to interrupt 

the story time. 

Significantly enough, this scene of chaos takes place, it soon transpires, just 

before Miranda and her father head off to the christening of Xanthe, Kit Everard’s 

half-sister by his father’s second wife, Gillian. Astrid’s complaint follows: “‘[t]hat 

jumped-up creature with her little crimson mouth and her prissy curls – you think I’m 

                                                
145 My emphasis. 
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going anywhere near her or her rotten baby?’” (p. 15) Astrid is furious, foremost, at 

not finding anything to wear for the occasion: 

 
 
‘How could I come, to that house, with everyone dressed up to the nines, when 
you can’t even get your daughter a proper pair of shoes?’… ‘I haven’t had a 
new coat since before the war. And it was no great shakes then.’ (p. 17) 
 

and not having been invited to the party, by her reckoning. As regards the spatial 

reference, that the tempest takes place in the kitchen is singularly ironic. The kitchen 

proper is the foremost legitimate space in the familial domain in which the female 

subject is allowed to experience her so-called individuality by patriarchal economies 

that define woman as “wife” and, coextensively, “mother,” i.e., a reproductive body, 

whereby the female subject becomes, for Kristeva, 

 
 
destined to insure reproduction of the species, the woman-subject, although 
under the sway of the paternal function (as symbolizing, speaking subject and 
like all others), more of a filter than anyone else – a thoroughfare, a threshold 
where “nature” confronts “culture…”146 
 

Nevertheless, the fact that Astrid ‘disturbs’ almost every single unit in the kitchen: 

“the kitchen drawers one by one,” “the cooking utensils,” “worn lino,” “knives,” 

“ladles,” “spoons,” “potato mashers,” “meat-mincing discs of different gauges,” “a 

double whisk” and “a mixing bowl,” patterns Astrid as an “unstanched wench” who 

does not match up to the patriarchal descriptions of woman. Unlike Prospero, who 

instigates chaos out of which to bring order, this ‘scene’ Astrid ‘makes’, then, 

amounts to an irreverence to the economies of patriarchy, a rebellious disinclination 

to adhere to that order, which strips her of her individuality and relegates her to the 

relational status of wife or mother. Astrid aptly acts as a ‘hysterical’ woman in the 

very place she is conventionally and conveniently confined to since, as Kristeva 

contends, women ‘speak’ or ‘write’ as ‘hysterics’, i.e., outsiders to male-dominated 

discourse. Astrid’s ‘hysteria’ is thus a subversive act: 

 

                                                
146 Julia Kristeva, 1980, op. cit., p. 238, original emphasis. 
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there is a revolutionary potential in hysteria. Even in her paralysis, the hysteric 
exhibits a potential for gestures and desires… A movement of revolt and 
refusal, a desire for/of the living mother who would be more than a reproductive 
body in the pay of the polis, a living, loving woman… They suffer in their bodies. 
An absolutely immense bodily suffering… And which finds expression in 
depressive collapses.147 
 

Falling short of meeting the demands patriarchy puts on her, Astrid becomes, from 

the point of view of the patriarchal order, a misfit who can be wild form time to time, 

displaying such dramas, thus reminding one of Bertha Mason in Wide Sargasso 

Sea. It is thus very apt that motherhood does not come easily to Astrid, so she 

renounces it, refusing to have any more children: 

 
 
Astrid would have no more children; when she bore Miranda so much had gone 
wrong the doctors had suggested taking out her tubes and most of the rest as 
well, but she had managed to keep some of her insides, while thoroughly 
terrorised into swearing she’d take every precaution not to conceive again. She 
was twenty-three at the time (Kit was twenty-one); he was understanding about 
it, didn’t mind making love in safe ways… (p. 27) 
 

Similarly with Miranda’s mother in The Tempest, who ‘fails’ her daughter with her 

early death, contemporary Miranda’s mother, like that of Antoinette in Wide 

Sargasso Sea, also fails her by exuding a sense of detachment, hinted, among 

others, by the fact that Serafine usually looks after her since “Miranda’s mother was 

young, and she liked to sleep in of a morning, because frequently she’d been out the 

night before” (p. 4), and by the last sentence in the following quotation: 

 
 
She [Astrid] plumped the bow on the side of the child’s head, and ran her 
fingers through her hair, fluffing it as much as she could… Miranda liked the 
feel of her mother’s hands, working, smoothing, pinching, lifting, for it was 
seldom that she touched her. Occasionally, she cut her hair, and then the firm 
sweep of the comb and her deft fingertips on her head, and her need to trust in 
her mother’s scissors as they snip-snipped against her neck made the 
infrequent night-time ceremony one of the steadiest moments they shared 
together. (p. 17)148 
 

                                                
147 Luce Irigaray, 1995, op. cit., p. 48. 
148 My emphasis. 
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From what can be made out of the above quotation, the relationship between the 

mother and daughter saliently centres upon touching, which is the primary sense 

human beings develop, one that an embryo experiences within the womb as it 

strokes its thumb or finger across its skin. The con‘tact’ between the mother and 

daughter on tactile terms that originates in the semiotic order, the prelinguistic 

phase, or the chora, as Kristeva calls it, is, for Irigaray, what women resort to under 

the rule of patriarchy without the possibility of a face-to-face encounter with the 

mother: 

 
 
All women can do is return to some tactile in-finite/un-finished. Touch, the 
substratum of all the senses, acts before any clear-cut positioning of subject 
and object. Its operation is always almost immediate, the site of a jouissance 
indefinable as such, but which calls out to be given boundaries, covered up, 
completed.149 
 

In the face of the impossibility of a complete encounter within the patriarchal 

dynamics that would thwart it, Irigaray continues, mother and daughter can only 

have a ‘split’ encounter: 

 
 
[w]ithin the transference, a certain limit, a certain threshold is never crossed and 
always transgressed – the porosity of the mucous membranes. Many events 
can take place, through encounters with hands, eyes, ears, scents too, but 
the mucous never retouches itself carnally in the transference. (p. 113)150 
 

which could be postulated to be a dilemma itself in that this split encounter is both a 

peremptory necessity in the face of and a refuge from the repressive economy of 

the whole. Significantly enough, Miranda cannot even have a split encounter with 

her father because his hand is “gloved.” 

The narrative conspicuously gives weight to Miranda’s ‘look’, e.g., “Miranda 

found herself between them [her parents] now, standing and looking up at them” (p. 

18), just like how the princess in the fairy tale is portrayed looking, and her other 

endeavours to have a split encounter with her almond-smelling mother: 

                                                
149 Luce Irigaray, 1995, op. cit., p. 108, original emphasis. 
150 My emphasis. 
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Miranda was still beside her mother, and, as her father spoke so close, she 
could smell the bay rum in his hair mingled with the burning tobacco in his hand. 
(When she got into their bed to be with them and keep them quiet by her 
presence, his side prickled her nose with these scents, while her mother’s 
exuded a delicate trace of almonds from the steam rub she sometimes gave her 
hair.) (p. 18) 
 

Whilst her father’s smell of tobacco “prickles” her nose, her mother’s scent of 

almond pleases her. Astrid, then, emerges as the stereotypical sweet-smelling 

mother in congruence to the island, i.e., motherland, of The Tempest, which is also 

sweet-smelling as explored in Chapter 1, and the fat man’s sweet-smelling mother in 

the fairy tale that opens the novel. Being the first tree to bloom, the almond tree is 

“the harbinger of spring/life in the presence of winter,”151 and almond is “a symbol of 

purity and virginity.”152 The name Astrid denotes “divine beauty,” and it also means 

stars in Greek and is the singular for Astra, who was known to the Romans as the 

Greek God Venus. The metaphorical nature of her name, coupled with the symbols 

of the almond as fertility – as deduced from its congruence with spring –, purity and 

virginity, correlate Astrid to Miranda in the play, who, significantly called “a 

nonpareil” (Act III, Scene ii, line 100), i.e., a type of almond, by her father, is the 

paragon of all these ‘virtues’, mistaken by Ferdinand for a “goddess / On whom 

these airs attend!” (Act I, Scene ii, lines 423). 

Busy enacting Miranda and Ferdinand of the play, somehow portraying what 

befell to them after the play ended, Astrid and Kit neglect their daughter: 

 
 
Her own parents were wrapped up in each other; however savage and continual 
their fighting, they were never very interested in anyone else. When Miranda 
came into the room, they could go right on talking or kissing or – unless she 
created one of her special diversions on purpose – yelling at each other. (p. 53) 
 

Craving the protection and security of a maternal figure, Miranda latches onto 

Serafine, whom she construes as a figure of safety. As Chantal Zabus notes, 

Serafine’s fairy tale “functions as a sort of Fowlesian ‘maggot’, a text in a larval 

stage, up to the child the island of her ancestors in Enfant-Béate and helps abate 

                                                
151 Thornton B. Edwards, “The Sugared Almond in Modern Greek Rites of Passage,” 
Folklore, Vol. 107, 1996, pp. 49-56, p. 49. 
152 Ibid. 
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‘the tempests of her childhood’ with her quarrelsome parents.”153 The implied reader 

finds out that Serafine is Miranda’s nurse, i.e., her surrogate mother, since she is the 

one who usually looks after her. The close relationship between Miranda and 

Serafine is made explicit by the narrator, who establishes that Miranda “longed to 

retain access to Serafine” (p. 18), who is now busy looking after Xanthe. This 

relationship in the novel intertextually derives from a key characteristic of fairy tales: 

“[i]f the storyteller is an old woman, the old wife of the old wives’ tale, a nurse or a 

governess, she may be offering herself as a surrogate to the vanished mother in the 

story.”154 Miranda aptly strives to experience with Serafine the same kind of 

encounter which she establishes with her mother. The narrator makes explicit the 

significance of Serafine’s hands for Miranda, from whose filter the following 

paragraph is presented: 

 
 
Miranda watched her [Serafine’s] hands, which she had every reason to love, 
for these were the hands which washed her in the bath and patted her dry and 
spooned food into her breakfast bowl and beat up the milk powder till the lumps 
were gone and spread jam on her bread, specially saved from her grandpa’s 
rations, with more confidence and ease than her own mother’s. (p. 4)155 
 

Besides an Irigarayan reading of a split encounter, the passage can also be read, 

again through Irigaray, as the acknowledgment of the debt to the ‘mother’, which a 

Marxian analysis would insist upon wording as manual labour exerted by the 

“hands” of Serafine as a nurturer. This acknowledgement, as Irigaray propounds, is 

what is most neglected in narcissistic patriarchal economies. What is also 

significantly revealed in the above quotation is that Serafine ‘snatches’ food from 

Anthony’s rations to feed Miranda “with more confidence and ease than her own 

mother’s,” entailing the fact that she is stronger than Miranda’s mother when it 

comes to confronting the authority of the patriarch. Serafine thus shares with Ariel 

one of his impersonations: harpy, a mythical predatory bird befouling men in order to 

snatch food and feed itself, thus representing female power. The connection Cixous 

                                                
153 Chantal Zabus, 1994a, op. cit., p. 135. The expression “Fowlesian ‘maggot’” used by 
Zabus is an allusion to John Fowles’ prologue to his novel, A Maggot, where he presents his 
explanation for the title of the same name: “A maggot is the larval stage of a winged 
creature; as it is the written text, at least in the writer’s hope,” (London, Vintage, 1996, p. 2). 
154 Marina Warner, 1999, op. cit., p. 215. 
155 My emphasis. 
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makes between women’s flying and stealing through her play on the double 

meaning of the word “voler” in French exposes its subversive function: 

 
 
To fly/steal is woman’s gesture, to steal into language to make it fly. We have all 
learned flight/theft, the art with many techniques, for all the centuries we have 
only had access to having by stealing/flying; we have lived in a flight/theft, 
stealing/flying, finding the close, concealed ways-through of desire. It’s not just 
luck if the word ‘voler’ volleys between the ‘vol’ of theft and the ‘vol’ of flight, 
pleasuring in each and routing the sense police. It is not just luck: woman 
partakes of bird and burglar, just as the burglar partakes of woman and bird: 
hesheits pass, hesheits fly by, hesheits pleasure in scrambling spatial order, 
disorienting it, moving furniture, things, and values around, breaking in, 
emptying structures, turning the selfsame, the proper upside down.156 
 

Miranda and her surrogate mother, Serafine, also establish a tactile encounter: 

“sometimes, if she was in the mood, Serafine would sit the child on her knees and 

Miranda would loll against her so that she could feel her voice vibrate in her breast, 

like a cat purring, as she talked” (pp. 50-51). That she ‘splits’ Serafine is most salient 

in the following extract: 

 
 
Inside Miranda as she listened, the warmth grew stronger, she hugged herself 
with glee, she’d have Feeny to herself, her voice, her words, her treats, her lap, 
her soft hair, her warm face, her hard dry palms, her toasty smell. (p. 55) 
 

Reverting to the scene of the tempest, the heterodiegetic narrator suspends 

the scene to tell about Kit Everard’s reaction to Astrid, whose “black hair flew about 

and striped the pale formica of the table where she now banged her head” (p. 55): 

 
 
Bundled in his winter coat and scarf and hat, he seemed too bulky and stiff to 
pass back through the door and bend to succour her, to lift her face gently by 
the chin and smooth away the shiny dark strands of her dishevelment… So Kit 
made no move to assuage her, but instead coaxed, his voice melting soft and 
rich as malt into the breach between them; it still carried the trace of his island 
youth… (p. 55) 

                                                
156 Hélène Cixous, 1997, op. cit., p. 102. 
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Kit Everard, the patriarch in the house, is clearly not adept at ‘allaying’ the tempest 

unlike Prospero the patriarch, since he cannot “succour” or “assuage” his wife. 

There are times, however, the narrator continues, when Kit does not 

 
 
wish to keep the peace; Miranda was to know times when Kit refused to ease 
her mother, and instead retaliated so ferociously that Miranda, lying in bed, 
shook as the bedhead rattled against the wall that separated her room from 
theirs. (pp. 15-16) 
 

Kit Everard is presented thus far as an ambivalent figure denoting, on the one hand, 

fearful sexual power that forces Astrid into patriarchal subjugation, as inferred from 

the sexual connotations in the above quotation, and a soft and comforting masculine 

presence, e.g., “her father’s warm gloved hand” and “his voice melting soft,” on the 

other. Kit’s gentleness is ascribed to “his island youth,” the island being Enfant-

Béate in the Caribbean, where he was born, like his father, which will be expound in 

the pages to follow. Kit’s ambivalence is further substantiated by the fact that during 

these tempests, he “could be grand, a fierce and savage man at times, with an 

eloquence that her mother’s fists could never defeat, her manoeuvres never match” 

(p. 19).157 Kit is described as a “fierce” and a “savage” man whilst at the same time 

having an unparalleled “eloquence” in marked contrast to Astrid as far as using the 

language is concerned. This description correlates him to Caliban in the play, who is 

portrayed as both savage and eloquent at the same time. His position as a 

feminised male notwithstanding, Kit is still the patriarch in the house and is entitled 

to language, i.e., patriarchal authority, at least by definition. The Caliban-like 

eloquence of Kit Everard is contrasted with Astrid’s lack of it, who is, however, 

“sharp-eared and sharp-tongued in her bile” (p. 19), which also correlates her to 

Caliban in that she ‘curses back’ each and every member of the family as a result. 

Whether or not Astrid’s curses literalise themselves, the fact remains that Astrid’s 

motives for cursing correspond exactly to those of Caliban: 

 
 
Astrid’s curses were now powered by remembered humiliations… Astrid’s 
curses envisaged very mundane plagues for her victims; she had insight into 
the triviality of the worst, psychic hurts, the pinches of envy, the smarts of 

                                                
157 My emphasis. 
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disgrace, the stabwound of exclusion. They produced the kind of pain she felt 
most acutely herself. (p. 27) 
 

Kit’s ambivalent depiction is emblematic of his creolisation, or hybridisation, and 

feminisation, as an extension of his mother. Kit Everard is “slight in build” (p. 19) and 

he has “‘a touch of the tarbrush’ from his mother’s Creole blood” (p. 22) and “springy 

curls” (p. 17); “[n]ot that the tar showed, not unless you knew. Once you did know, 

however, Kit’s hairline, so neat and densely planted with dark curls, looked telltale 

proof” (p. 22). This is the first physical hint in the novel that Kit’s hybrid identity is an 

extension of his mother, who is a black French Creole, “born Estelle Desjours on 

Enfant-Béate” (p. 22); and his father Anthony Everard, who is an Englishman also 

born on the island, i.e., an “imported” white in Caribbean parlance. Born of a Creole 

mother, Kit is also a Creole since it suffices to become a Creole even when born 

from only one Creole parent. 

The way in which the narrator describes one of the photos of Kit through 

Miranda’s consciousness encapsulates the psychological state of Kit as a hybrid, to 

use the more general term: “Miranda could pick out her father, a frowning 

schoolboy, hanging about on the team’s fringes, not quite belonging, yet with 

nowhere else to go” (p. 50).158 Himself a hybrid, Kit feels the reverberations of his 

liminality after they move to England upon his mother’s death: 

 
 
At school back ‘home’ in England, after his mother’s death, Kit was teased; his 
schoolmates nicknamed him ‘Nigger’ Everard, behind his back… Not that he 
wanted to deny she was a Creole. But it was hard to shout out against his fellow 
pupils, ‘And what of it, anyway, what’s the matter with mixed blood?’ The words 
he knew from the islands themselves he would never let on to them, for they 
could turn local gradations to their own ends: musty, métis, quadroon, octaroon. 
The slavers had used charts like stockbreeders and tabulated blood degrees to 
the thirty-second drop. (pp. 67-68)159 
 

The words “Nigger” and “mixed blood” are largely derogatory, implying a 

degeneration from purebred or thoroughbred, revealing how being a Creole is taken 

in England in the twentieth century. Epitomised by Prospero in The Tempest, this 

                                                
158 My emphasis. 
159 My emphasis. 
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turn of mind mirrors the discourses of patriarchy and colonialism that are inculcated 

in the subjects belonging to both the dominant and the minority group. These 

discourses dismiss métissage, i.e., miscegenation, implying one between races or 

cultures, placing the métis/métisse as most feared – on a deeper level – thus 

despised – on the surface – objects within these economies, for these hybrid 

subjects problematise the rigid demarcations between the Self and the Other, 

dissociating identity from the essentialist notions revolving around it since they 

occupy a neither/nor position, or a “third space,” to return to Bhabha’s terminology. 

The quotation marks around the word “home” in the above quotation 

indicates its lack of fixed meaning and brings into mind Michel de Certeau’s 

proposition in The Practice of Everyday Life that locating identity is a spatial 

practice. Since the Everard family migrated to the Caribbean and came back, theirs 

is a geographically produced hybridity rather than a historically produced one. In 

terms of such-formed identity, Susan Stanford Friedman evokes the dialogic of 

routes/roots, the juxtaposition of origins and destination:160 leaning upon the trope of 

fixed roots, and fluid and liminal routes – since routes as “pathways” imply liminality 

–, Kit Everard can be claimed to lack a unified sense of identity but geopolitical 

identity, i.e., the symbiosis between roots and routes. Significantly enough, the 

narrator systematically juxtaposes the portrayal of Kit Everard with that of his father 

in a manner in which their cultural signifieds are aimed to be emphasised. It is, 

therefore, plausible to elaborate on Anthony Everard at this point and proceed with 

pertinent oscillations between Kit and Anthony. 

Anthony Everard, whose name, derived from the Roman name Antonius, has 

a Latin origin meaning “worthy of praise,” is a former Flinders champion, which 

explains the publicity he enjoys in front of the church after the christening of Xanthe. 

                                                
160 Identity, “[a]s a form of relational spatialization… incorporates the opposing dimensions of 
the homonym routes/roots. Traveling is a concept that depends upon the notion of statis to 
be comprehensible. Routes are pathways between here and there, two points of 
rootedness. Identity often requires some form of displacement – literal or figurative – to come 
to consciousness. Leaving home brings into mind the idea of ‘home’, the perception of its 
identity as distinct from elsewhere. Rootlessness – the sense that Spivak expresses of being 
‘always on the run’ – acquires its meaning only in relation to its opposite, rootedness, the 
state of being tied to a single location. Moreover, routes imply travel, physical and psychical 
displacements in space, which in turn incorporate the crossing of borders and contact with 
difference,” (Susan Stanford Friedman, op. cit., 151, my emphasis). For further discussion on 
the trope of routes/roots, see Chapter 6: “Routes/Roots”: Boundaries, Borderlands, and 
Geopolitical Narratives of Identity,” Ibid., pp. 151-78. 
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Flinders is the name for a cricket-like invented game,161 and the London home of it is 

Doggett’s Fields, presided over by Anthony Everard. The fact that the name 

“Flinders” is used interchangeably with the word “the Game” – capitalised and 

attached to the definite article – is the first hint at Flinders’ status as a distinctive 

game, signifying the narratives of the English nation. It is verbalised that, regarded 

as “paramount among sports” (p. 40), Flinders is the Game that “mirrored the 

nation’s ideals, its athletes were patriots” (p. 40). Flinders resembles the game 

cricket, another game that represents the heroic ‘values’ of a nation, however, with a 

difference: 

 
 
The Game is a form of pitch and toss, bat and ball, like many others; the 
defending striker in the ‘Target’ position on the Creek, in the centre of the 
Game’s playing area – the Stockade – flails at the projectiles that come whirling 
past him, thick and fast, lobbed by three marksmen at the other end of the 
Creek while men of his side run to points marked along the Chase around the 
perimeter of the Stockade, gaining possession of areas with special 
designations. A combination of these gains creates the score. The basic 
structure contains a twist, however, that makes Flinders distinctive – superior – 
to other games of its kind played all over the world. Winning, for instance, does 
not necessarily involve an outright struggle until the opposing players are 
chased out – eliminated – or retire with wounds. The model for Flinders isn’t a 
series of duels to the death – à outrance – but a sequence of finesses: 
judgement and stealth and nerve rather than feats of rude strength are required 
from the player. (pp. 44-45) 
 

Flinders, which denotes “splinters; small pieces or fragments,”162 models a 

“sequence” of finesses that is supposed to help the player to proceed to the 

succeeding phases called “Houses”: 

 
 

                                                
161 Historically speaking, cricket is an English game exported to the Caribbean, and Marina 
Warner’s grandfather Sir Pelham Warner, author of My Cricketing Life, was the England 
captain of cricket and for a long time, President of the Marylebone Cricket Club. Warner 
comments on cricket in an interview with Chantal Zabus: “In those days, the captain of a 
cricket team was the alternative to the King of England. It was the national game, highly 
structured in social terms, very much Gentlemen vs. Players… Cricket epitomizes the 
British view of its own colonialism – mannerly, courteous, calm and effective. It 
crystallizes in itself the British view of themselves as colonizers. They were not Goths or 
Huns; they came in view with cricket, the civilizing art of cricket,” (Chantal Zabus, “Spinning a 
Yarn with Marina Warner,” Kunapipi, 16.1, 1994, pp. 519-29, p. 522, my emphasis). 
162 “flinders,” Webster’s Encyclopedic Unabridged Dictionary of the English Language, 
op. cit., p. 543. 
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The Game moves through a series of phases called Houses; access to the 
next House depends on reaching an exact combination of figures scored by a 
certain number of players for a certain number of balls thrown and positions 
gained… A Captain must decide beforehand which House his team is aiming 
to enter and possess, for, as in some gambling games, there are high claims 
or bids as well as low ones, but the latter carry far less glory, and earn smaller 
scores, though they too can lead to victory. (p. 45)163 
 

The rules of the Game obviously typify the imperialist mentality of “aiming to enter 

and possess,” which follows a linear path, i.e., it “moves through a series of phases 

called Houses,” coupled with the fact that the victorious team raises its flag in the 

House it occupies. The Game, therefore, functions as play-within-a-play parallel with 

the chess game in The Tempest. That the Game reflects an exclusively male bond 

and their desire posits the Game as an example to what Luce Irigaray describes as 

hom(m)osexual, i.e., the male desire for the same. One of the most distinctive 

features that mark the Game as representative of the “Empire’s sport,” i.e., the link 

between Englishness, patriarchy and colonialism, is in the names the Houses are 

called, which the heterodiegetic narrator accounts for as such: 

 
 
The Houses have different names, which recall places in the islands of Enfant-
Béate, for it was there that the Game was first established as the Empire’s 
sport: Grand-Thom’ and Petit-Thom’, Figtree and Mangrove, Creek and 
Jamieston, Sloop’s Bight, Rebecca, Belmont. Some of these once named great 
plantations, where sugar and tobacco, spices and dyes grew, as in the 
Everards’ own lands at Belmont; others recalled events in the island’s history. 
Sloop’s Bight, for instance, was the name of the bay on Grand-Thom’ where a 
historic raid took place, in 1620, when a British man-o’-war, the Rebecca, riding 
at anchor there, came under a daring night-time assault from the natives. The 
uprising was summarily crushed, so inaugurating the prosperity of the island. 
That decisive engagement took place in the early years of the archipelago’s 
settlement, just before the first Everard knight, Sir Kit, was appointed 
Governor by England’s King. (p. 45)164 
 

The Game is thus conspicuous for its “absorption of the history of the island” (p. 46), 

which reeks of colonialism.165 There is also a strong link between the island, the 

                                                
163 My emphasis. 
164 My emphasis. Most of these names of the Houses are mentioned in Chapter 4, which 
capitalises upon the seventeenth-century story of Liamuiga. 
165 In Game Theory, space has been adoped as a central category since the late 1990s. For 
further information on how space is a central trope of any game, see Espen J. Aarseth, 
Cybertext: Perspectives on Ergodic Literature, Baltimore, Johns Hopkins University 
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Game and the Everard family as evident in the above paragraph, which posits 

Anthony, on a symbolic level, as a very product of the European culture. In fact, the 

Game does not “absorb” “the history of the island” but the his/herstories of it by re-

naming the native places and adapting the stories attached to them: Grand-Thom’ 

and Petit-Thom’ are, in fact, what natives call the islands of Liamuiga and Oualie, 

respectively; the rest of the names are all given by the first English settlers on the 

island, which is to be explored when the analysis moves to the Elizabethan plot in 

Chapter 4. The battle in the sloop in the Bight is named as “Sloop’s Bight” and 

designated as an “uprising” or an “assault” by the natives, whereas it is the settlers 

who have confiscated the island from the natives violently. Thus, the fact that the 

battle has inaugurated the “prosperity” of the island is manifestly biased. The 

narrator significantly goes on to juxtapose one of the ‘real’ events in the island’s 

history called “Sloop’s Bight” with the possession of the House of the same name 

during a game, thus calcifying the parallel between the history of the island, the 

Game and the Everard family, including Anthony Everard: 

 
 
Under Anthony Everard’s captaincy, the national team had once gained, in 
1923, a doubled Sloop’s Bight in a single afternoon against the reigning 
champions, and Anthony had taken the gamble as Captain, and then, standing 
in the Target, had scored the necessary hits in less than an hour – an 
achievement unique and unforgotten in the fervently chronicled history of the 
Game. (pp. 45-46)166 
 

The parallelism established between the battle that is designated as a “decisive 

engagement” in the island’s history and that particular game named after the battle 

which is a “unique” and “unforgotten” achievement in the Game’s history posits the 

game as one that “absorbs” thus ‘overwrites’ the his/herstories of the island with 

those of the colonisers. That this particular game is played under Anthony Everard’s 

“captaincy” correlates him to Kit Everard, the pioneer of the planters. 

One of the “finesses” that a Captain must possess in order to earn his team 

scores is good prediction skills, which is called “sangay” by the followers of the 

                                                                                                                                     
Press, 1997, and on how game-space is regarded as an intensified and ritual place of 
cultural expression, see Johan Huizinga, Homo Ludens: Proeve Eener Bepaling van het 
Spel-Element der Cultuur (1938), Volume 3, Ed. by Tjeenk Willink, Haarlem, H.D., 1951. 
166 My emphasis. 
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Game, and “good memory is part of a hero’s sangay” (p. 45). A “small and light-

boned [man] with a narrow head like a vane” (p. 22) possessing hands, “which were 

famous for their strength, yet oddly slight and small for a catcher like him” (p. 40), 

Anthony is “credited with possessing it [sangay] as fully as any human being can 

have sangay” (p. 41). The narrator continues: “Anthony Everard’s particular skill was 

prediction; his sangay tuned him so perfectly he could calculate the outcome as if it 

were a mere column of figures, not a complex sequence of unknowable factors” (p. 

45). 

Himself a glorious “national hero” (p. 22) owing to his achievements in the 

Game, Anthony Everard is now “a household name” (p. 44) where Flinders is 

concerned, for he was once a great player and later became “Flinders’ chief 

ambassador and strategist, as well as its chronicler” (p. 44).167 Chronicles being the 

predecessors of modern histories written down in chronological order, Anthony’s 

position as a “chronicler,” thus a sort of historian, further calcifies his position as the 

patriarch. He is thus established in the novel as the paragon of all that is meant by 

and “the absolute interrelatedness between cricket, colonialism and Englishness,”168 

as well as patriarchy. That said, Anthony has this Prospero-like tendency to deny 

complete responsibility for what was done and to clam up, although he knows it all: 

 
 
… ‘the French! Who have never played Flinders, of course, for the simple 
reason they haven’t a chance of grasping the spirit of the Game, not an earthly. 
Really. That’s why the islands have these Frog names, like Enfant-Béate, 
because on and off they – we, I have to admit – shared control… It’s a long 
story…’ He’d pause, apologetically, then resume the tale. ‘And when it came to 
slavery – a shameful episode, of course – the islands fought long and hard 
against abolition. They put up a ferocious resistance. Even a process called 
“amelioration” got their blood up. It was some theory that slavery should 
continue, but the slaves be better treated. They were quick to heat – hotspurs 
one and all. Lord, how they petitioned Westminster for their interests in the 
matter! For their trade to flourish, they needed men, they insisted – and 
cheaply.’ (p. 47)169 
 

                                                
167 My emphasis. 
168 Chantal Zabus, 2002, op. cit., p. 141. 
169 My emphasis. 
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In his speech, Anthony puts the total blame on the French, denying his family’s and 

his nation’s responsibility in all those heinous past actions, or “shameful episodes,” 

in history, in fact, jointly caused by the British. 

The embodiment of a white, masculine and European hermeneutics that is 

assured of its place in the world, Anthony cannot grasp the reason why, and is 

rather disappointed with the fact that, his son does not follow in his steps and play 

the Game, too. In fact, Kit has other games to play, most notably chess, which, by 

nature, culminates in the death of the King: 

 
 
His [Kit’s] game, which he could play well too (a little volatility did no hurt), was 
poker or bridge or backgammon, or, sometimes, chess (where his temperament 
did interfere), a contest where human factor mattered more than physical power 
of eye and hand, where the aim was money and luck a factor; they had this in 
common, father and son, their lucky touch. (p. 33) 
 

The only thing that they have in common, “their lucky touch,” falls short of rectifying 

Anthony’s relationship with his son that is irremediably distant, mirroring the politics 

of ambivalence and predicament that exists between the patriarch-coloniser and his 

Other, which is somehow similar to the one between the Creole white, e.g., Kit, and 

the “imported” white, e.g., Anthony: 

 
 
the Creole white – even when born from only one Creole parent… is quite 
different from the “imported” white. In many cases, the distance between those 
Creole whites and the imported ones seems to be greater than between the 
Creole white and the Creoles in color.170 
 

The narrator proceeds to provide yet another set of differences between the 

characteristics of Anthony and Kit, apparently mirroring their disparate identities. If 

one word suffices to define Anthony, it is Apollonian order: his “strong point, it was 

widely held, was his impeccable decorum” (p. 20), which is strongly intertwined with 

reason and order, and he is, in Miranda’s eyes, a “mild and reticent man, who never 

raised his voice in a rebuke, let alone a rage” (p. 19).171 If “Dionysus is energy, 

                                                
170 Frank Martinus Arion, op. cit., p. 111. 
171 My emphasis. 
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ecstasy, hysteria, promiscuity, emotionalism – heedless indiscriminateness of idea 

or practice,”172 Kit represents Dionysian chaos, for he 

 
 
was a young man of sentiment, and he found proof of his belief in its power 
and truth even when Astrid was in her fury, for in the well of the night he could 
always dissolve her bitterness. Sir Anthony, on the other hand, was rarely 
moved; even apotheosis left him dry-eyed… Possessed by purpose, he 
seemed to have no inner demons to draw him from the task in hand, soften his 
concentration, or snap the tension of his energy… (p. 32)173 
 

Anthony’s repudiation of Dionysian irrationality also manifests itself in the 

differences between their approaches to life, which originate in their identities: 

 
 
Ant Everard was an arrow loosed from the bow of a master archer, 
undeflected, fast and clean, as it flies true to the target. By comparison, Kit 
was at cross-purposes with life; from early youth he had felt more like an arrow 
that falls to the ground from the string at the moment of launching. (pp. 32-
33)174 
 

Imperative in his demand for sense, determinacy, finality and clarity, Anthony stands 

in stark contrast to Kit, whose “looseness” is the principle of his Creoleness, that is, 

his rootlessness, displacedness, his position as neither one thing nor the other, 

caught between identities. The above quotation that is replete with sexual 

metaphors, i.e., “arrow,” “master archer,” “undeflected,” “fast and clean,” “target,” 

seems to metaphorically and undercurrently juxtapose the potency of Anthony and 

the impotence of Kit, who is also “an arrow,” one, however, that “falls to the ground,” 

thus failing to “fly true to the target.” Paglia’s deftly-drawn parallelism between the 

functioning of the phallus in lower case and men’s approach to life in general attests 

to this proposition: 

 
 
Man is sexually compartmentalized. Genitally, he is condemned to a perpetual 
pattern of linearity, focus, aim, directedness. He must learn to aim. Without 
aim, urination and ejaculation end in infantile soiling of self or surroundings… 

                                                
172 Camille Paglia, op. cit., p. 96. 
173 My emphasis. 
174 My emphasis. 
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The male genital metaphor is concentration and projection. Nature gives 
concentration to man to help him overcome his fear. Man approaches woman in 
bursts of spasmodic concentration. This gives him the delusion of temporary 
control of the archetypal mysteries that brought him forth… The male 
projection of erection and ejaculation is the paradigm for all cultural 
projection and conceptualization – from art and philosophy to fantasy, 
hallucination, and obsession.175 
 

Kit Everard, who is “a young man of sentiment,” which serves to “soften” his 

“concentration,” drawing him from his “task” of “reaching” his “target,” is duly “so 

easily extinguished by his father’s patronage” (p. 56).176 Metaphorically castrated 

by his father, who is an imperious “undeflected” “arrow,” Kit, the feminised patriarch, 

cannot even dare to disagree with him: “Kit didn’t know how to beard the giant he 

feared, how to put questions to him that might ease the tension between them, or 

perform deeds of valour that would tilt the balance of authority between them” (p. 

66). As Elizabeth Grosz propounds, 

 
 
‘having’ a penis, i.e. being a man, is no guarantee of warding off lack... As a 
signifier, no one has a privileged or unique relation to it, for it exists only by 
virtue of the entire signifying chain and an intersubjective, multi-subjective, 
symbolically regulated social order.177 
 

This is a major reason why Astrid usually falls out with Kit: “the more Astrid felt Kit’s 

subservience and incapacity, the more she taunted both of them” (p. 66). This also 

explains why Astrid instigates this particular tempest at the beginning of the chapter: 

 
 
‘you have no pride. You’re not a man. You’re a dog, their little dog. When they 
call, you run. They throw the stick and you leap right after it. Pity it never turns 
out a carrot.’ (p. 18) 
 

Miranda seems to ally herself with her father in her unremitting efforts to find her 

place in the world, and continuously failing due to her “neither/nor” state, with which 

the novel, in general, is concerned. Miranda’s in-betweenness is accentuated both 
                                                
175 Camille Paglia, op. cit., pp. 19-20, my emphasis. 
176 My emphasis. 
177 Elizabeth Grosz, Jacques Lacan: A feminist introduction, London and New York, 
Routledge, 1998, p. 117. 
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physically: “Miranda’s [hair] grew in a pigeon’s nest; she’d inherited neither her 

mother’s black and tendrilly waves, nor her father’s springy curls, so there wasn’t 

much Astrid could do with it” (p. 17);178 and metaphorically, through the description 

of the photograph that was taken at the christening of Xanthe: “[i]n the prints they 

were shown later, Miranda was blurred: she was shifting when the photograph was 

taken; in the low light, she would have had to keep stock-still to come out clearly” 

(p. 26).179 Similarly with her father, Miranda also has a “shifting” identity instead of 

one which is “stock-still” since she is “a musty” (p. 266), one-eighth black, that is. 

Identity is once again accentuated through the metaphor of eyes: her eyes are 

“buttonbrown, like her teddybear’s, like her father Kit Everard’s” (p. 221). 

The family as a ‘unit’ sporadically ‘disintegrates’ due to the war, whose 

dynamics mirror those of colonialism; however, Miranda feels she is the “slash” who 

separates her parents: 

 
 
During the war, they’d all three been intermittently separated – Kit fighting, in 
Burma, Egypt, Italy; Miranda evacuated. When the family was reunited, 
Miranda became the third who was always there, but behind, between, to one 
side, never with, the early child whose existence becomes a slash parting the 
halves of a couple, not a hyphen that links them together. (p. 18)180 
 

What is observed is that the effects of the ‘macro’, i.e., war, are felt on the ‘micro’, 

i.e., the disintegration within the family: all three are separated. Since Miranda is 

metaphorically already ‘dispossessed’, i.e., “so much had gone wrong” during her 

birth, this disintegration within the family transforms her into a burden, eventuating in 

her “evacuation.” Inheriting this sense of dispossession, Miranda readily considers 

herself a “slash.” Used with respect to Miranda, the “slash” that “parts the halves of 

a couple” evokes not the Lacanian bar that irretrievably cuts off the signifier from the 

signified but the one denoting in-betweenness and liminality. It is this sense of 

disintegration in her that she will strive to overcome all her life. Janice Doane and 

                                                
178 My emphasis. 
179 My emphasis. 
180 My emphasis. 
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Devon Hodges note that “the role of the bad mother is, in fact, empowering”181 for 

the child. When her parents are bickering, instead of waiting to be a “god of power” 

(Act I, Scene ii, line 10) following her counterpart in the play, Miranda in the novel 

feels enough strength within to approach her parents to act as a “hyphen” and allay 

the tempests: 

 
 
She was her parents’ protector, their guide, and it was her duty to help them to 
be happy, hard as it seemed for them. By her mere presence, if she could only 
summon up the courage to materialise in their bedroom when they were 
fighting, she could make them be still. ‘Pas devant…’ [not in front of] they’d say, 
recalling her existence. She tried to count on it, to stop them. (p. 16) 
 

Miranda is, then, more a “hyphen” than a “slash,” that is, an ambivalent “figure of the 

third” since, in the words of Tobias Döring, “[a] hyphen is a figure of connection and 

division; it marks a space that lies between and, at the same time, a bridge that 

leads across. A hyphen signals belonging as well as separation.”182 

Yet sometimes she would pray to the Lord with joined hands, begging him to 

make them stop. However, she “would never know if her interventions weakened the 

savagery of their clashes” (p. 18), but Miranda 

 
 
developed fakir’s flesh, and in consequence, could meet and handle rage in 
others almost fearlessly... Together, her parents tempered her; she saw their 
anger sometimes as a fiery angel, helping her defend the walled garden of her 
privacy. (p. 19) 
 

The wall being a threshold, a liminal space occupying a position between inside and 

outside, Miranda is like Maud Bailey in Possessions, who is caught in the dilemma 

of whether to retain her autonomy in her solitude, which she construes as her castle, 

or whether she should allow herself to fall in love with a man. Luce Irigaray 

propounds that women should have a separate skin or space in which they can 

move freely and that this is a kind of emancipation they need in order not to be 

                                                
181 Janice Doane and Devon Hedges, From Klein to Kristeva: Psychoanalytic Feminism 
and the Search for the “Good Enough” Mother, Ann Arbor, University of Michigan Press, 
1992, p. 28. 
182 Tobias Döring, op. cit., p. 21. 
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made “the ‘other of the same’, the necessary negative of the male subject, all that 

he has repressed and disavowed”183 by phallogocentric narratives that overwrite and 

regulate the narratives of the female subjects. Striving to stand against these 

overriding narratives, Miranda expresses quite radical opinions for the 1960s: 

 
 
‘I am never going to get married. I am never going to let anyone get so close 
they can tell me what to do, know what I think, have a right to me. Marriage is 
slavery – for women! Just another form of paid sex. And I never make men pay 
for sex.’ She ended on a high chuckle. ‘And I shall kill myself when I have to 
start’. (p. 328) 
 

Throughout the novel, Miranda strives to withstand the patriarchal script inflicted 

upon her, one of them being invisibility. This manifests itself most literally when, in 

one salient scene, she is left behind in a shop by her mother, at which she is 

devastated. The narrator then continues to present Miranda’s endeavours to 

become a substantial “character” with a “heroic individuality of voice and response,” 

that is, a much more rounded version of her namesake in The Tempest: 

 
 
The invisibility that threatened her drove her to perform to attract 
attention, so she had done well at school, been picked for the hockey and the 
swimming teams… She flung herself at friendship and blurted her thoughts and 
feelings, jokes and secrets… she was using herself up in her efforts to ward off 
her disappearance from the world, in her girlish desire to please. At school, 
she had been considered something of a ‘character’… Her attention-seeking 
bore the outward marks of sincerity, in spite of the gush – and Miranda’s 
exclamations, declarations, confessions and other self-revealing speeches 
seemed filled with inadvertencies, guileless admissions and a heroic 
individuality of voice and response. Yet all this frankness was fundamentally 
an act: to fill the silence that she feared in others, to ward off the 
invisibility she feared in herself. (pp. 240-41)184 
 

Just as the tempest scene preceding and precipitated by the christening of Xanthe 

holds up a mirror to the lives of the protagonists, the christening at the church and 

the party succeeding it continue to give further insights into them. The reader gets 

more information about Miranda’s attitude towards life, even though she is only six-

and-a-half years old, when she is in the church: 

                                                
183 Luce Irigaray, 1995, op. cit., p. 24. 
184 My emphasis. 
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She held on tight to her father’s hand; tongues of shadow leapt at the columns 
beside the font. The guests were murmuring bits in English after the priest, and 
it sounded to her there an unfamiliar language – when she went to church, 
which wasn’t often, it was to Latin mass with her mother. (p. 19) 
 

Whilst Kit and his extended family are obviously Anglicans, for the mass is in 

English, the reader guesses that Astrid is a Catholic as she goes to church with 

masses in Latin. Miranda feels uncomfortable in the church, which has salient 

allegiance with colonialism in historical terms: “[t]he words of the service came to 

Miranda, incomprehensible and threatening” (p. 23), and the church is so ‘cold’ that 

as “[t]he prayers continued; she grew colder” (p. 21). Miranda is further devastated 

at the “promises” made by the sponsors of Xanthe and “rebels” by making a scene 

in the church: 

 
 
The sponsors were promising that they would make sure the child would grow 
up: 
‘… mortifying all our evil and corrupt affections…’ 
Suddenly afraid her turn would come next, Miranda pushed through the legs 
and furs of the guests to her father at the back… 
‘Will I be done too?’ she asked. 
‘Darling girl! You have been, when you were born. In another church.’ 
Elsewhere, the promises had been made for her. She could not understand. 
She took fright and cried, and then cried louder when the resonance in the 
church’s recesses startled her… She could not ask herself then, in so many 
words, could this be true, that affections might be evil, corrupt? She denied it, 
her heart beat against it; she rebelled with that first fright at the christening, and 
she would continue to do so. She did not want to be defended against 
affections; she wanted to live by faith in their strong armour. (pp. 23-24) 
 

Miranda first reacts to the cautionary note; however, the narrator continues, Miranda 

will have to accept that people may have “evil and corrupt affections” when Xanthe 

endears herself to everyone, including Miranda. One of these “affections,” then, will 

be envy, one of the seven deadly sins. 

When the ceremony at the church draws to a close, and the guests are 

gathered outside just before they head for the party at Severn Court, the mansion 

block where Anthony and his wife Gillian reside, it would not be too far-fetched to 

claim that the novel conspicuously transfigures into a fairy tale, one that is a hodge-

podge of various elements borrowed from the Bible, mythology, Shakespeare, fairy 
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tales, with the novel’s protagonists taking part in it, each and all twisted to fit the 

intent of the novel. This latter proposition can be put taking as a premise the status 

of fairy tales pertaining to the society in which they are told or retold, as succinctly 

established by Marina Warner in From the Beast to the Blonde: 

 
 
however farfetched the incidents they include, or fantastic the enchantments 
they concoct, [fairy tales] take on the colour of the actual circumstances in 
which they are or were told. While certain structural elements remain, variant 
versions of the same story often reveal the particular conditions of the society 
which told it and retold it in this form.185 
 

Traditional fairy tales are misogynistic and certify against women.186 However, rather 

than lapsing into an established frame of reference or reverting into yet another 

celebration of patriarchy, this fairy tale that is “retold” within the premises of this 

novel, which vies for a postfeminist critique of patriarchy and colonialism, is sure to 

bear witness against the misogyny of these twin discourses. 

It is part “three” – paralleling the common use of the number three in many 

classic fairy tales – and the family as well as the guests are outside the church after 

the christening party: “[o]utside the church after the christening, mist draped in veils 

the cedars’ hanging branches, and the cries of the guests, escaping upwards in 

small puffs, were gathered into it…” (p. 25) The fairy tale nature of the chapter 

initially manifests itself in the magical description of the scene, which is immediately 

followed by Anthony’s insistence on feeling as if Xanthe were his “firstborn,” evoking 

the considerable prominence the firstborn sons rise to in Bible stories:187 “‘What 

temperament that child shows – already! Sir Anthony exclaimed to his wife. Xanthe 

felt like his firstborn, he was so proud of her…” (p. 25) 

                                                
185 Marina Warner, 1999, op. cit., p. 213. 
186 Ibid., p. 210. 
187 Dictionary of Biblical Imagery establishes that the firstborn son has special significance 
since he ensures “the existence of the family into the next generation;” that he “receives a 
double portion of the father’s inheritance;” and that he “assumes a symbolic value due to the 
pervasive emphasis and importance given to the first one;” also that in the Old Testament 
“younger sibling supplanting the firstborn is so common as to become an archetype,” 
(“firstborn,” Dictionary of Biblical Imagery, op. cit., p. 289). For more information on the 
issue, see Ibid., pp. 289-90. 
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The ensuing paragraph concerns the Princess Alicia, Xanthe’s principal 

godmother, i.e., the main sponsor for her baptism, one who makes the original 

baptismal vow, that she will act in loco parentis in terms of her education and 

upbringing in case her parents die. The Princess is Anthony’s “old flame” (p. 60) 

since “they enjoyed a coquettish relation, ever since she had presented him with a 

trophy one milky June, when he was Captain of Flinders at school, and she had 

been invited to give the prizes” (p. 25). As self-evident in the below paragraph which 

concerns the Princess, even the punctuation changes, for colons (:) start to be used 

to introduce quoted speech for the first time in the novel, as they are used in fairy 

tales: 

 
 
‘Isn’t she absolutely splendid? Looks sixty-five at the most. A wonderful lady, a 
remarkable lady,’: Sir Anthony, of the Princess. She was in fact over eighty… 
‘You must have a secret of immortal life, Ma’am,’: a guest, abased and 
gallant, to the Princess. 
‘I do,’ she answered. ‘And I’m not telling it to you.’ Her pointed nose quivered 
for an instant, and her eyes, still mischievous in spite of the pouchy sockets 
old age had wrought, flashed at him an invitation to learn more.” (p. 25)188 
 

The Princess’s “pointed noise” that “quivered for an instant” and her “mischievous” 

eyes, coupled with the implication that she is “immortal” almost immediately bring to 

mind the conventional portrayal of fairies. Being Xanthe’s godmother, the Princess 

Alicia represents one of the most common figures of old women encountered in fairy 

tales, i.e., the godmother, the most notable paradigm being the one in Charles 

Perrault’s version of “Cinderella”: 

 
 
The animal helper, who embodies the dead mother in providing for her 
orphaned child, constitutes a structural node in the Cinderella story, but the 
creature changes in later European versions until she takes the form of the fairy 
godmother familiar today.189 
 

The magical depiction of the Princess Alicia is furthered as she is said to be “the 

eldest survivor of a royal generation born in the previous century, the only living 

                                                
188 My emphasis. 
189 Marina Warner, 1999, op. cit., p. 204. 
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granddaughter of the Queen then on the throne, by a daughter’s marriage into the 

empire that the Great War had broken up” (pp. 22-23). The Palace, however, 

declares that she is no longer in line for the succession when she is caught with a 

commoner, who is now happily married unlike the Princess, who is lonely, upon 

hearing which, Miranda wonders: 

 
 
It was stranger still, it seemed to Miranda, that a princess could not do exactly 
as she pleased in the end. Even if at first she’s thwarted by a spell, and the 
ashes conceal her radiance or the briars tangle her as she sleeps or the apple 
lodges in her throat and makes her look as if she’s dead. (p. 30) 
 

Sensing the Princess’ unhappiness, Miranda thus summons up three princesses 

from fairy tales who are “thwarted by a spell” until they are granted their true 

position: Cinderella, who is demoted from her place of status to be covered in 

“ashes”; Sleeping Beauty, who sleeps in a castle shielded by a forest of “briars”; and 

Snow White, who is tricked into eating the poisonous “apple” by the vain Queen, 

respectively. The Princess Alicia, then, plays the part of the fairy godmother and is 

also a pastiche of princesses from three tales. 

The Princess’ depiction bristles with exaggerations to keep up with the 

nature of fairy tales. She has a “highly polished crocodile handbag” (p. 28), “a 

papery hand, [which] threaded with gold and ringed with amethyst” (p. 30) and 

cheeks 

 
 
dusted with a pinkish-violet powder, and there from where from her a light 
fragrance that Miranda recognised had hung around the font and in the air 
outside the church as well. The car was steeped in it, a smell of pressed lilac 
and violets, stuffy and ancient… (p. 29) 
 

The pervading smell of the Princess which is “stuffy” and “ancient” further serves to 

lend her magical quality. Further depiction of the Princess’ grotesque appearance 

reveals her body as tellingly birdlike: 
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The Princess Alicia dropped cake crumbs into her mouth as if into a beak. Now 
that she had taken off her fur, her tiny body could be seen sheathed in a ruched 
lilac dress with clinging sleeves cut long over her stick-like wrists; with her veil 
caught up on top of her hat now, she looked like a small crested bird, a kind of 
tropical finch, a fancied species that sometimes comes caged, but can be seen 
more often stuffed and perched on a jewelled tree. (p. 43) 
 

True to the nature of fairies, then, the godmother can metaphorically fly, which she 

can also do in a modern way: during World War I, she was a pilot who flew hospital 

planes, from the combat zone to behind the lines, which also connotes her 

benevolence as a good fairy. 

The colours used to describe her cheeks and her dress, i.e., “pinkish” and 

“lilac” explain the title of this part: “Lilac/Pink.” The other instance in which the colour 

pink is mentioned is in relation to the newborn baby, Xanthe: 

 
 
In the clinic where Xanthe was born, visiting with her father… Miranda had 
glimpsed a nose and mouth and a blotchy head in one of the cots downstairs, 
and lined up alongside lookalikes, identical cots, all of them pink, all of them 
beribboned. (p. 21) 
 

These colour codes attest to the fact that this part is intended to be a fairy tale, one 

which resumes after the one that Serafine tells Miranda (concerning the king, the 

princess, the fat man and his young master) took a brief hiatus – not completed, 

apparently. Just to remind, it drew to a close with the transformation of the princess 

into a golden statue with her inside remaining alive, which preceded Serafine’s final 

remark quoting the king: “[y]our life is only just beginning” (p. 12). It would not be 

faulty to claim that the princess in Serafine’s fairy tale, whose life the implied reader 

will witness during the course of the novel, is not the Princess Alicia but the baby 

Xanthe, whose name significantly denotes “golden,” also taking into consideration 

the fact that in fairy tales the fairy godmother’s typical protégé is a prince or 

princess and the hero of the story, and the godparent uses her magic to help or 

support them. At this point, one should also remember the ‘outside’ reference at the 

beginning of this part, i.e., “London, November 1948” (p. 15), which connects 

Xanthe to the birth of Prince Charles. 
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The Princess Alicia asks Miranda and Kit on the way to the christening party 

what she should buy Xanthe, which is an act closely overlapping with the tales of 

“female wish-fulfilment [in which] the heroine’s mother no longer plays a part.”190 

Miranda replies: 

 
 
‘One doll with eyes that open and close, and real blonde hair, rooted. 
‘One treasure box with lock and key. 
‘And I shouldn’t really say, but here goes: long yellow hair, with bouncy curls. 
For me. No, for her, I mean. (p. 31) 
 

In actuality, all the (significantly) three presents that Miranda suggests describe both 

Xanthe’s physical appearance and her future life with her autocratic father. To put it 

in fairy tale terms, as a grown up, Xanthe becomes, with a difference, a Rapunzel-

figure, who has “long yellow hair” and is kept under “lock and key” in the tower by 

her father, while in the tale it is the Queen who initiates Rapunzel’s imprisonment. 

Xanthe’s stepbrother, Kit Everard, is allowed to take part in this “female wish-

fulfilment,” for he is a feminised male: 

 
 
‘I’d give her goodness of heart, a loving nature, all the female things – pity and 
gentleness, you know. A voice that’s gentle, soft and low, as the bard says.’… 
Then he plunged on, determined not to appear a dreamer, a man out of step 
with his time. ‘And a good sense of fun. You can’t survive without a sense of 
humour, not these days. Yes, she’d have to be a good sport too. I’d give her 
that.’ (pp. 31-32) 
 

Kit, who is forever struggling to find meaning within the context of “his time,” wishes 

Xanthe “a sense of humour,” without which, he speculates, one cannot survive, at 

least “not these days.” This seems to be an allusion to one of the novel’s tools: 

parody that is wrought with humour and irony. With a “voice that’s gentle, soft and 

low,” Kit is referring to King Lear’s daughter Cordelia, who, for Warner, 

 
 
indeed shines out of Shakespeare’s heroines as a pattern of womanly, and 
heroic, grace and devotion, of trueness of heart and unflinching goodness. Lear 

                                                
190 Ibid., p. 205. 
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is reconciled to her, and at the end, when he finds her hanged, he keens over 
her body, saying: “Her voice was ever soft, / Gentle, and low, an excellent thing 
in woman.” The epitaph to Cordelia’s perfections returns to the issue of her 
speech: what had been dumb insolence turns out to have been model honesty 
as well as modesty.191 
 

The Princess Alicia wishes for “common sense for the child” (p. 33) just before they 

arrive at Severn Court for the party, where the prosperity of Anthony and his wife 

Gillian, barely 30 years old, who entertain their guests lavishly, is juxtaposed with 

Astrid and Kit’s want of proper clothes and food especially due to post-war 

shortages. The heterodiegetic narrator’s insight into Astrid’s consciousness reveals 

information about the nature of the marriage of Anthony and Gillian, the latter of 

whom, in the eyes of others, including Kit, is not beautiful but “‘that pretty little thing’ 

that his father fondly owned, no more” (p. 67). The narrator continues: 

 
 
In the early years, Miranda’s mother had trusted Gillian’s spontaneous and 
regular kindnesses. But she gradually began to resent the woman’s capacity to 
give; it began to strike her as a mere unthinking demonstration of Gillian’s 
power to spend. Gillian had family money of her own from her father’s paper 
mill. Sir Anthony still had tenants on the old plantation land back in Enfant-
Béate, Belmont, now part of Jamieston, the main town on the island; but they 
yielded a pittance compared to Gillian’s income. Prestige, not wealth, was the 
marriage lot Gillian had desired, and she had been glad to exchange her fortune 
for social standing. (p. 38) 
 

Social standing being what she looks for, Gillian the socie belle shows off at the 

christening party with the “arrangements”: 

 
 
Gillian was happy about the arrangements she had made for the christening, in 
spite of postwar shortages – angel cake and a good Sauterne (Château 
Rieussec, ’37)… There was tea for those who preferred it (she’d saved enough 
sugar to go round) and a punch, too, cherry brandy and orange squash, heated 
up, so she could display without too much ostentation Anthony’s great silver-gilt 
bowl… (p. 39) 
 

In a novel spotted with a myriad of metaphors, Anthony’s silver-gilt bowl in which the 

punch is served turns out to be yet another one: for the deeds of patriarchy and 

                                                
191 Ibid., p. 389. 
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colonialism, as encapsulated in Flinders, as the bowl is a present for his fiftieth 

birthday by all his colleagues in the Game: 

 
 
Ars ludendi gratiaque celeritatis victor ludorum sempiternus… [The art of 
competitive games and the charm of rapidity (or sprint run) are the everlasting 
winners] the motto of the Game was chased into the bowl, and famous 
games in distant places in which he’s excelled; and for the knop on the lid, a 
small figure of a player with his equipment, all in miniature, down to the seams 
on the ball. (p. 39)192 
 

Anthony’s bowl, then, embodies the Game’s patriarchal notion of history as a linear 

continuum over‘writing’ female narratives: “the motto of the Game was chased into 

the bowl,” which represents the female womb. It would not be too far-fetched to 

draw a parallelism between Anthony’s bowl and Sycorax’s and claim that the former 

stands in marked contrast to her churn or bowl, which metaphorically hosts 

his/herstories in which figures and narratives “tumble” and “mix” and “leak into one 

another” “in the continuous present tense of existence” (p. 122). 

During the party, the implied reader is presented Anthony’s life story 

including his mother’s early death and their background in the Caribbean as well as 

their immigration to the Old Country, i.e., England. When Anthony says, “[w]e’re 

long-lived, we Everards, and we marry late, and have our offspring late too,’” the 

pronominal “we” is not the royal “we” but one that effaces women and shows, in the 

words of Irigaray, “an exclusive respect for the genealogy of sons and fathers,”193 

which she offers as a definition of patriarchy, proposing that it capitalises upon “the 

murder of the mother.”194 This “murder” manifests itself both in the conversation of 

Anthony, in whose speech, as in Prospero’s, “female narratives” are missing, which 

is immediately made explicit by the intrusion of the narrator; and in the history of the 

family. Anthony clams up; however, the narrator speaks ‘behind his back’, implying 

he was being selective: 

 
 
Anthony did not add that the women were not so fortunate: the family 
tombs in the graveyard of St Blaise Figtree on the big island had often been 

                                                
192 My emphasis. 
193 Luce Irigaray, 1995, op. cit., p. 23. 
194 Ibid., p. 47. 
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reopened to bury a husband, usually some good while after his wife or wives 
had been interred. Like his own Estelle Desjours, his mother had died long 
before her husband, of an abscess of the breast, in the way women did. (pp. 41-
42)195 
 

There is a sense in which one cannot simply read this passage on a diegetic level. It 

cannot but draw attention to another space behind it, the heterodiegetic space of the 

narrator’s ‘purpose’. The surname “Everard” may evoke enduring continuity; it 

seems, however, that, within the economy of this exclusive self-concern, i.e., male 

narcissism, that runs in the family, and within the family embroiled in colonial 

projects, there is no room for women, who thus provide feminine tropes of 

colonialism. This partly explains why the novel is replete with absentee, i.e., dead, 

unsupportive, ineffectual, mother figures and the subsequent lack of matriarchal 

guidance. The reason for the women’s untimely death is suggestively puerperal 

fever, also called childbed fever, caused by an “abscess,” i.e., swollen and infected 

area, in their breasts resulting from milking their babies. Gillian is about to be 

inflicted by the same faith until she is saved by Serafine’s herbs: 

 
 
Then Gillian’s nipples became so sore, and the right one cracked across the top 
and burned with pain, and Anthony, without reminding her overtly of his 
mother’s death from puerperal fever (or of other Everard women’s deaths), 
encouraged her to bottle feed. ‘It’s much the more modern way,’ he said, 
consolingly. Gillian used a paregoric Serafine had brewed her from peppermint 
and ordinary tea leaves, and the crack healed quickly and she never ran a 
fever, but by then she had very little milk and Xanthe was still waking four times 
a night and crying lustily for food. So Ant was pleased when she agreed to stop 
trying to nurse, and Gillian glad to sleep through while Serafine prepared the 
night feeds. (p. 54) 
 

Serafine, a conduit of female transmission, reclaims healer knowledge to save 

Gillian, thus further calcifying her kinship to Sycorax in the play and in the novel, 

who represent healers who were accused of witchcraft in history mainly because 

they represented an overwhelming female power in the eyes of men. 

                                                
195 My emphasis. St Blaise Figtree is the very first church erected on the island by the first 
settlers. It takes its name from the spacious fig tree next to it. 
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Representing one of the absent mother figures in The Tempest, Gillian fails 

her child with her absence, which the implied reader extracts from the narrator’s 

insight into Gillian’s consciousness: 

 
 
But Gillian suffered: somehow she could not gain full possession of her child. As 
a connection with Anthony and his love, the baby made sense to her, but in 
herself alone, Xanthe eluded her mother. Or rather, the mother love Gillian had 
expected to well up, as everyone said it would, to engulf her and guide her, 
sprang only weakly. Her principal feeling when she was near Xanthe was fear. 
The baby’s crying baffled her; from the moment she had seen the green and 
black worm-like stool that had been formed in the womb and been born with 
her, Gillian found her physical processes repulsive, her nappies made her gag. 
(pp. 53-54) 
 

Miranda’s consciousness intrudes to juxtapose the way Gillian and her mother 

approach their respective daughters, thinking “a mother who was always 

compensating for her lack of commitment was much more dangerous than a mother 

like Astrid who never fussed or noticed that she didn’t care” (p. 54). The narrator, 

who moves freely in the consciousnesses of the protagonists, then swoops out of 

Miranda’s back into Gillian’s in order to account for why she spoils Xanthe: “Gillian 

was forever making up to Xanthe the maternal inadequacy she had discovered in 

herself, to her shame, from the time her baby was born…” (p. 54) 

Gillian’s “maternal inadequacy” is adeptly collated with Serafine’s 

“comfortable and assured expertise,” which 

 
 
only sharpened her [Gillian’s] anxieties… Besides, she wished that the woman 
would call her ‘Your ladyship’ as she should do, or ‘My Lady’, or at least ‘Lady 
Everard’, instead of that ‘Miss Gillian’, which sounded so coarse and was 
anyway so incorrect, almost insulting. They should really get a proper English 
nanny. It was too bad of Anthony to land her with that old witch. (p. 54) 
 

The thoughts and vocabulary of Gillian, i.e., “coarse,” “(im)proper,” “old witch,” in 

addition to such instances, when she dubs Serafine an “ignorant woman from those 

benighted islands” (p. 54), and her thoughts that go: “[h]onestly, she’s a… savage, 

you know.’ Gillian gave a high laugh. ‘Not that I’m prejudiced. But I never know what 

she’s getting up to, honestly!’” (p. 55) mirror those of Prospero, who is, in fact, not 
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“honest” but is “prejudiced” against the black woman, thus situating Gillian in a close 

congruity with him, rendering her a half-coloniser, whilst at the same time calcifying 

Serafine’s connection to Sycorax as a colonised subject. This is also reinforced by 

the fact that Miranda catches Serafine, “repeating under her breath, ‘Golliwog, 

golliwog” (p. 49), apparently because she is called one, upon which Miranda 

ruminates: 

 
 
What did it mean, Miranda wondered. Was Feeny a golliwog? Or couldn’t a 
woman be one? She wasn’t round-faced and red-lipped and she never stood 
with her legs apart like him, but she was a wog, for Miranda had heard her 
grandfather say that she must never be called this, and his tone was so serious 
that Miranda understood there must be some dangerous truth in it. (p. 49) 
 

Originally spelt “golliwogg,” which denotes “a grotesque black doll” and “a grotesque 

person,”196 the Golliwog is originally a story book character drawn by the American 

Florence Kate Upton. A very popular character in England and Europe, the Golliwog 

is a male grotesque character, who is ugly, has paws instead of hands and feet, 

thick clown lips, large white-rimmed eyes, and long dishevelled hair. He is a hybrid 

character, a cross between a dwarf-sized black minstrel and an animal. The 

derogative word “wog” used against dark-skinned people is believed to have its root 

in the caricature. The above musing of Miranda exposes the fact that most probably 

Gillian calls Serafine so. 

During the christening party, Gillian and Serafine experience strife over 

Xanthe, which culminates in Gillian bursting into cry: 

 
 
[Gillian] handed her [Xanthe] back to Serafine, saying ‘Change her back. I want 
her in her robe… 
‘I can put it on again, sure. I just don’t like it to spoil; the child throws up this 
bottle feed… 
Gillian breathed in and met Serafine’s reproach with an attempt at flippancy: ‘I 
wish you could have had her instead of me, and fed her, it was such a pain! But 
she’s my baby, worse luck. I know you know best, you’re an absolute treasure, 
but I do get vexed, Feeny old thing, when you go your own way with Baby 
without asking me.’ 

                                                
196 “golliwogg,” Webster’s Encyclopedic Unabridged Dictionary of the English 
Language, op. cit., p. 608. 
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‘I don’t need to ask you, Miss Gillian, ma’am,’ Serafine answered slowly… 
‘Since when is the blind man going to teach the sighted what they see?’ (pp. 51-
52) 
 

One detects in Gillian spasms of ‘witch’ hysteria triggered by Serafine, stemming 

from her fear that she might kidnap her baby. Once, the narrator says, “Serafine 

now hovered to take her, but Gillian did not hand her over” (p. 27). This is, in fact, 

the primary reason why Gillian prompts Kit to persuade Anthony into discarding 

Serafine. Kit’s mediation, however, proves abortive. Anthony agrees to ‘lend’ 

Serafine to Kit when the need arises; however, he continues, it cannot be 

permanent: “‘if Serafine goes?’ He shook his head. ‘She’s experienced, she’s 

absolutely devoted to the family, she’s indispensable’” (p. 55). In a flashback, Kit’s 

consciousness, through the narrator’s mediation, evokes Serafine’s roots in the 

Everard family. According to the heterodiegetic narrator, 

 
 
She [Serafine] did things fast, but without hurrying, which itself was sangay, and 
had communicated itself to Anthony when he was a boy. Though only five 
years older than him, she had drifted into becoming his nursery maid at first, 
and then, after he married, she’d attended his first wife. When Ant Everard left 
Enfant-Béate immediately after Estelle’s death, he took Serafine with him; Kit 
was thirteen, and they were going ‘home’ to the Old Country, where Kit was 
going to school, unlike Ant himself, who was leaving Enfant-Béate for the first 
time in his life. So was Serafine, and they both suffered and, wordlessly, 
shared their suffering. (p. 50)197 
 

It is, first of all, Serafine’s sangay that “leaks into,” or “communicates itself to” 

Anthony, who then becomes an adept Flinders player owing to this finesse which he 

excels in. Anthony, then, taps a feminised skill and is thus in a closer relationship 

with Serafine than it appears on the surface, in the same way as the type of magic 

that Prospero taps and that of Sycorax are somehow cognates. This congruity is 

made all the more complicated in the novel when Sycorax in the Elizabethan 

narrative is said to have been “filled with sangay, preternatural insight and power” 

(p. 86). What Anthony also shares with Serafine is his grey-blue eyes; however, the 

very same feature that serves black women to be stigmatised as “hags” or “witches” 

                                                
197 My emphasis. 
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helps render Anthony a national hero: “he’d given the impression he could survey 

the four quarters of the field all at once” (p. 22). 

What Anthony and his nursery maid Serafine also share is their suffering 

when they leave Enfant-Béate for the first time in their lives upon the death of 

Anthony’s first wife. Similarly with Kit, who uses ‘home’ in quotation marks, Anthony 

does the same with respect to England but significantly calls the island “my old 

home” (p. 42) discarding the quotation marks around it. All this attests to a fact more 

deeper than the superficially apparent one that postulates that the culture of the 

coloniser simply transformed that of the black natives during the colonisation 

process of the Caribbean.198 Rather, during what is succinctly called the 

“interculturation” process, the “imported” whites also learnt and were inevitably 

transformed by the native culture. Historically speaking, this is, on the one hand, 

attributed to the ‘miscegenation’ that happened between the black native and the 

“imported” white due to an inevitable sexual attraction to the opposite gender; and, 

on the other hand, to the concubines and nannies, those black slaves who tend the 

white children more than their mothers do. Here lies the transforming power of 

Serafine both as a nanny and according to what passes through Kit Everard’s 

consciousness, most probably as a concubine: 

 
 
Serafine had been so young when she replaced Ant’s dead mother that she 
hadn’t stood in loco parentis exactly, but – what would be the word? – she’d 
been a kind of first wife, an island wife, a sort of concubine. Though of course 
nobody knew what exactly, if anything, had taken place between them; no one 
had any right to inquire. (p. 55) 
 

In any case, Serafine and Anthony seem to share the same fate: “Serafine Killebree 

loved Anthony Everard, Kit’s father, even more than she loved Kit himself, and could 

find nothing to reproach him with, not even her own long exile in the cold maze of 

the Old Country” (p. 50). 

                                                
198 Frank Martinus Arion puts the blame for this superficial view on Marxist analysts, who 
take for granted that “the slaveowners would still be the ones to generate culture with capital 
[since] it is the economic plantation structure that defines cultural configuration,” (op. cit., p. 
113). 
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Meanwhile, Astrid, who was left home alone after the tempest scene, 

unexpectedly arrives at the party much as she thought she was uninvited. Arriving at 

the party, which has already transformed into a fairy tale, uninvited, Astrid now 

enacts the wicked fairy in “Sleeping Beauty,” who is enraged since she is uninvited 

to the princess’s birthday party and casts a spell on her so that she sleeps for at 

least 50 years. The fairy tale nature of this part explains Astrid’s extensive concern 

earlier with Miranda’s shoes, turning Miranda into a Cinderella-figure, who is “a child 

in mourning for her mother, as her name tells us.”199 Astrid rages: 

 
 
‘How could I come, to that house, with everyone dressed up to the nines, when 
you can’t even get your daughter a proper pair of shoes?’… 
‘Astrid, nobody is going to pay a single bit of attention to what Miranda’s 
wearing on her feet… ‘You’d be surprised,’ she was crying on, ‘what people 
notice. You may miss it. But I know I don’t.’ (p. 17) 
 

Astrid has been cursing the Everards all the way in the tube, and the same curses 

that posit Astrid as a Caliban-figure now serve to further calcify her position as the 

wicked fairy in “Sleeping Beauty”: “I hate Kit’s vague and hopeless loyalty, I hate his 

forgiveness. May he burn and burn – for love and lust and fury at me. Hah!” (p. 17) 

Astrid reserves, however, the most bitter curse for Xanthe: 

 
 
She had cursed the baby with the most bitter curse she could dream up. It was 
a simple one, and she was confident that it wouldn’t need much priming to work. 
It was easily visited on the golden girls, she knew. That Xanthe would never find 
a way to enjoy what she was given, that she would never believe that she was 
loved, that she would never trust her friends, but always turn on them, that 
nothing, not all the abundance and heap of riches, friends, loves and gifts of 
body and mind, of clothes, would ever be enough. (p. 17) 
 

Astrid enters the party at Severn Court, soaking wet because of the fog outside, 

likening it to the ocean bottom. Damp rises from Astrid and her mention of the ocean 

significantly “brought to mind a dark hybrid that lives on water, half-mermaid, half-

stormy petrel, like the woman-faced feathered sirens of myth who blow about on the 

wind and plummet down to call the sailors to come their way” (pp. 57-58). Astrid 

                                                
199 Marina Warner, 1999, op. cit., p. 206. 
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herself is indeed like a siren foreboding the party will turn into a psychodrama any 

minute. She sits there, slyly chuckling to herself since she is wearing 

‘inappropriately’ enough to push into a nervous breakdown Gillian, Kit’s “stepmother” 

(p. 55) – as it is suggestively the first and only time the word is used for her: 

 
 
If the Princess hadn’t laughed when she saw Astrid in nothing but her 
underwear, Gillian would have fallen in a fit. It was a black slip she had on, a 
black silk petticoat, cut in a double inverted V over her breasts and on the bias 
for the skirt so that it clung to her hips and thighs, the kind of black thing a 
French whore would wear, satiny on her body, and lacy around the edges, with 
bits of ribbon tied here and there. (p. 59) 
 

Ontologically ‘dislocated’ from Severn Court, which is a bastion of patriarchal 

economies, and by implication, from patriarchal society at large, Astrid dresses 

quaintly to refashion a sense of pride in her own terms, turning her degradation into 

a moment of liberation, a “sortie,” in Irigaray’s terms, by chuckling at thus ridiculing 

what she feels they have done to her. She thus occupies a liminal position in the 

family both as an insider and an outsider. Accordingly, she lacks competence in the 

father’s language: 

 
 
He [Kit] was pushing her along the corridor towards the kitchen, and she was 
leaning on him, impeding him, but nevertheless complying, as she went on 
babbling, ‘You don’t have to shove me, I’m coming. But I’m all wet, this coat’s 
on the wrong way, ugh, can’t you see I don’t want it on. I look terrific, it makes a 
gorgeous dress. You gave it to me, darling, you like it, you know you do.’ (p. 
59)200 
 

Astrid, who encapsulates all that is unacceptable to patriarchy, has to metaphorically 

turn to a pre-linguistic phase in order to communicate and “babble.” For Irigaray, the 

reason for woman’s loss of language is her “incomprehensibility” within the 

dynamics of patriarchy which champion “sameness”: 

 
 
Woman has sex organs just about everywhere. She experiences pleasure 
almost everywhere... The geography of her pleasure is much more diversified, 

                                                
200 My emphasis. 
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more multiple in its differences, more complex, more subtle, than is imagined – 
in an imaginary [system] centered a bit too much on one and the same. “She” is 
infinitely other in herself. That is undoubtedly the reason she is called 
temperamental, incomprehensible, perturbed, capricious – not to mention her 
language in which “she” goes off in all directions and in which “he” is unable to 
discern the coherence of any meaning. Contradictory words seem a little crazy 
to the logic of reason, and inaudible for him who listens with ready-made grids, 
a code prepared in advance. In her statements – at least when she dares to 
speak out – woman retouches herself constantly.201 
 

It is, however, not only Astrid but also Kit who loses speech and becomes 

“incomprehensible” at Severn Court, for he is a feminised male: 

 
 
then Kit threw open the door to the room that had been his old childhood den 
and tossed his wife on to the bed, all legs and arms flailing as she still struggled 
to get free of the coat… Kit pushed Astrid down by the shoulders and growled in 
her face, Miranda didn’t know if he was going to bite her, then suddenly stood 
and called again for Serafine who stood there, and made him leave, and sat on 
the bed beside Astrid, who was in a fit of giggles, gasping through them, ‘Oh oh 
oh, the look on Gillian’s face, I’ll die happy now’. (pp. 59-60) 
 

It is against the backdrop of Astrid’s dramatic advent at the Court party that the fairy 

godmother makes her final wish for Xanthe, fitting the conclusion of conventional 

fairy tales, which “works a charm against despair, the last spell the narrating fairy 

godmother casts for change in her subjects and her hearers’ destinies,”202 which is 

what Prospero falls short of doing in the play, concluding his magic tale in despair. 

The Princess wishes: 

 
 
No one would want to be like that poor Astrid – so out of control. So storm-
tossed, poor creature. You can’t be harmed if you don’t feel much. It’s having a 
heart that allows the hurt. I would wish Xanthe the heartlessness of a statue, 
utter heartlessness. Like Baldur the Beautiful, let her repel all comers! Sticks 
and stones, words and deeds, let nothing touch her! We’ll have her dipped in 
the Styx, not forgetting to put her heel in too! (pp. 60-61) 
 

                                                
201 Luce Irigaray, 1985, op. cit., p. 103. 
202 Marina Warner, 1999, op. cit., p. 217. 
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Dipping Xanthe in Styx, one of the rivers of the underworld, is an allusion to the 

version of the story of Achilles (Akhilleus) in Greek myth, as told by poets of the Epic 

Cycle and later authors. It goes: 

 
 
It was said that in infancy he was dipped in the river Styx by his mother Thetis… 
to make him invulnerable. She was interrupted by Peleus, and in anger 
abandoned her husband and the child, who remained vulnerable in the heel by 
which she held him; it was his heel that Achilles according to epic tradition 
received his death wound from an arrow shot by Paris.203 
 

The Princess Alicia, however, wishes Xanthe “invulnerability” through and through 

without the Achilles’ heel, by adding: “not forgetting to put her heel in too.” Also, the 

godmother wishes Xanthe beauty because both Achilles and Baldur the Beautiful 

are ‘beautiful’ heroes: Achilles is the most handsome hero among those assembled 

against Troy and Baldur the Beautiful is the beautiful son of the god Odin and Freya 

who is beloved everywhere, for all things good and noble is combined in him. With 

her words: “[s]ticks and stones, words and deeds, let nothing touch her!”, the 

Princess is referring to the arrow that wounds Achilles in the heel, the mistletoe fatal 

to Baldur, the spell that binds Sleeping Beauty. It would not be far-fetched to draw 

another parallelism between what befell Baldur the Beautiful and what Xanthe may 

undergo, considering that Baldur’s body was pierced with an arrow of mistletoe by 

one of the envious gods and the earlier reference to “envy” as one of “our evil and 

corrupt affections” (pp. 23-24) that might surround Xanthe because she will be loved 

and envied by others. In the earlier fairy tale retold by Serafine to Miranda, as a 

result of his father’s wish, the princess becomes a statue, but inside she can move, 

that is, she has feelings. However, the Princess Alicia’s wish that Xanthe become as 

heartless as a statue complements the king’s wish only to make Xanthe thoroughly 

invulnerable to love: both inside and outside. Duly, she is loved by every single 

person like Baldur the Beautiful, but she eludes her mother, hates her father, and 

cannot love anyone until the end of the novel.204 

The last part of “Lilac/Pink,” which also marks the end of the twentieth-

century narrative, comes to a halt where it began: with a tempest. On the way back 
                                                
203 “Achilles,” The Concise Oxford Companion to Classical Literature, op. cit., p. 4. 
204 A spoiler as to the ending of the novel is not provided at this point in order not to spoil the 
implied reader’s enjoyment, if any. 
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home, Kit, Astrid and Miranda take the tube during a thickening fog, and from the 

outset it is established that the station is close to the mansion block, but “in that fog, 

distance and time unwound like a felt mat pressed out long and slow and silent and 

featureless, and the blue glow of the canopy still seemed so far” (p. 63). The tube 

station is thus taken out of its context and put into a “distant” and “timeless” one in a 

close congruence to the island of The Tempest, which is conspicuous for its lack of 

coordinates and time. However, the source of the fog is not divine but a specific 

condition engendered by people, namely, industrialisation in London: 

 
 
It was a fog of soot and smoke, composed of the dust of tons of coal delivered, 
through manholes in the pavement, to every house in the city, tipped in sackfuls 
down the chutes into basement cellars, and burned up a thousand chimneys, 
clogging the city with deep black carbon fur. (p. 63) 
 

The paragraph depicts London as deeply scarred by industrialisation, whose 

economies can readily be associated with those of colonialism. This is significantly 

followed by the parallelism Kit draws between the tempests in the islands and the 

fog in London: 

 
 
He squeezed his daughter’s hand in his, fighting the melancholy that threatened 
to swallow him with the fog. The thought then came to him that this was a kind 
of London storm, a choking, poisoned equivalent of a high wind rushing and 
flattening trees and dwellings in the islands where he was born, a tempest 
whipping up the sea into a frenzy of destruction and casting fish ashore to die in 
the branches of trees. (p. 64) 
 

The passage manifestly mounts a critique of the reverberations of industrialism on 

both people: “the melancholy that threatened to swallow him with the fog,” “choking,” 

“poisoned”; and on nature: “rushing and flattening trees and dwellings in the 

islands,” “a frenzy of destruction,” “casting fish ashore to die in the branches of tree.” 

England and the Caribbean are, then, “almost the same, but not quite.” It is after this 

parallelism drawn between the fog and the tempest that Kit and his family are said to 

be ‘stranded’ at the station as the tube train fails to materialise due to the fog that 

has infiltrated all the tunnels: 
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‘Let me think a moment,’ her father said. His voice was tighter in his throat. ‘We 
can’t be marooned. Not here, not in London.’ 
‘We’re stuck,’ Miranda began to wail. Her mother rolled against the counter, and 
started to laugh and choke at the same time. (p. 65) 
 

They are all the more “stuck” and “adrift” since they cannot go back to Severn Court 

because “Kit could not risk flattering his father with the proof of his inadequacy” (p. 

66). Meanwhile, Kit, who is in the grips of melancholy, spaces out to remember his 

mother’s death in the sea: 

 
 
... swim she did, every morning before breakfast off Belmont’s southern shore, 
from a wild beach where freshwater lagoons lay behind sandbars, and a few 
heron fished among the water-lilies. One day as usual she drove herself there in 
her mule cart, and disappeared. (p. 67) 
 

The narrator continues: 

 
 
When her father told Miranda about her death, Estelle Desjours became mixed 
up with stories that she’d heard about mermen and mermaids and dolphins that 
could talk and other sea creatures, like the ones on the Everard coat of arms. 
Kit used to say she’d sat astride a dolphin and struck out too far. He showed 
Miranda the silver dressing-table set which Gillian had been given, and told her 
that his mother under the sea had a comb of polished oystershell and a mirror 
of mother-of-pearl mounted on a coral branch. (p. 67) 
 

Estelle Desjours, who is apparently another Everard woman who cannot survive 

within the family marked by a ‘hom(m)osexual’ male bond, suggestively “disappears” 

in the sea, becoming one with it, i.e., symbolically her mother’s womb. The choice of 

the euphemistic word “disappeared” over “died” is telling considered the trope of the 

power of the sea as both giving and taking lives. The granite slab in memory of her 

set against the wall round the graveyard reads: “Gathered up in her 35th year” (p. 

316), instead of “going down,” which strikes odd to Miranda. This accords with 

Estelle Desjours’s transformation into a “pearl,” which is reminiscent of the concept 

of “sea-change / Into something rich and strange” (Act I, Scene ii, line 405) that was 

elaborated in Chapter 2: the pearl symbolises immortality, creative femininity, a 
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cyclical rhythm of birth/life/death/rebirth, and especially, evolution toward perfection, 

i.e., spiritual rebirth. 

Placed in the position of a colonised subject in his father’s house, Kit now 

switches into that of the coloniser in his encounter with the black guard at the 

station. The guard is thus the colonised subject, readily symbolising Caliban. Angry 

at his current situation, Kit shouts: “‘You bloody fool, you bloody big black fool’” (p. 

70), which he suggestively answers, “‘I’m a Negro, sir. But British too. What 

happened to you’s not my fault” (p. 70). When Kit realises that the guard is from the 

islands, his mood immediately changes: 

 
 
‘You’re from the islands, of course, not I see that!’ 
Kit Everard’s mood changed, all of a sudden, the foulness cleared, chased 
away by other memories, as Miranda learned could sometimes happen when 
the rage had taken possession of him. Unlike the fog which clung and curled in 
every crevice and every pore, his fury would lift suddenly and blow away, 
leaving him only steaming faintly like springtime fields in the first sunshine after 
a heavy dew, heedless of the wound he’d struck in others with his words, his 
anger. 
‘I’m from the islands too – you know – my father… I only spoke in anger, you 
can see that.’ He gave his father’s famous name and almost hugged the guard, 
then whirled around and bent down to dab at Miranda. ‘Don’t cry, little lady. It’s 
nothing. Our friend here understands… (p. 70) 
 

Kit’s speech could be claimed to bear traces of racism considered that he makes a 

sweeping generalisation about the natives, as highlighted in the dialogue below, 

regardless of his ‘good’ intentions, and that generalisations ultimately categorise, or 

compartmentalise, people: 

 
 
‘Where were you born – not Enfant-Béate, like me? I left when I was still a boy. 
And came to school in England, the Old Country, what? You’re a grand people. 
Handy, warm-hearted, good. I love Enfant-Béate – Grand-Thom’ and Petit-
Thom’. It was my home as well.’ He laid a hand again on the man’s forearm, but 
slowly, ‘I spoke in panic just now. My family…’ 
‘I understand, sir,’ replied the guard. His eyes were still scared and dark… (p. 
71) 
 

Calling this “the mark of the plural,” Albert Memmi propounds that this is a “sign of 

the colonized’s depersonalization”: “[t]he colonized is never characterized in an 
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individual manner; he is entitled only to drown in an anonymous collectivity (“They 

are this”; “They are all the same”).”205 

All through this conversation, Miranda and her mother have a tactile 

encounter since Astrid “took her brush out of her bag and nodded to her to bend her 

head and let her tidy her hair” (p. 73). Miranda sleeps as a result only to wake up 

almost three years later when in 1951, the twentieth-century narrative resumes after 

the interruption of the seventeenth-century narrative. 

Meanwhile, Kit and the black guard converse about the ‘heroic’ deeds of 

Anthony Everard, whom the guard, who is from another island in the archipelago, 

naturally knows well: 

 
 
Fragments about land and battles, home farms and far plantations where 
tobacco and sugar grew, the exploits of Ant Everard in the Stockades of 
Flinders scattered like dustmotes in the snug room, while sometimes their 
rescuer nodded and interjected, returning with strings of figures from famous 
scores and games, and offering her father new and different names of other 
heroes and the Houses they’d gained, even giving a hoot of pleasure 
sometimes, all rage apparently forgotten. Now and then Astrid gave a little 
twisted smile, for she knew better than this romance. (p. 73)206 
 

Astrid’s “twisted smile” betrays her acute awareness of the “exploits” of Britain more 

than these two men in the room. Through her smile, she seeks to tear away the 

mask patriarchal and colonial discourses use to disguise their violence. The black 

guard is one of those colonised people who are not alive to their states as colonised 

subjects and see the past through the colonisers’ ‘eyes’ since, as Fanon contends in 

his landmark book Black Skins, White Masks, the colonial experience annihilates 

the colonised black subject’s sense of self: the guard talks about “heroes” with 

“pleasure.” Kit, on the other hand, has yet to reconcile with his past and become 

aware of his liminal position in between the coloniser and the colonised. Both the 

black guard and Kit, the Creole white, are “sick,” in Fanon’s terms, since colonialism 

– like all forms of domination – is a psychopathological disease that distorts human 

relations. Serafine’s afore-quoted words: “Some are on the run still; but some have 

                                                
205 Albert Memmi, The Colonizer and the Colonized, Boston, MA, Beacon Press, 1967, p. 
88. 
206 My emphasis. 
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settled, they have ceased wandering, their maroon state is changing sound and 

shape” (p. 402), well capture the idea that Kit and his family’s “shipwreck” that night 

in the fog due to the “storm” is connected to and motivated by the consequences, or 

(psychological) ill-effects of their consensual past, i.e., that “dark and backward 

abysm of time” (Act I, Scene ii, line 50), in fact scarred by “shameful episodes” but 

preferred to be insistently construed by some as mere “romance,” with the 

exploration of which we continue. 
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CHAPTER 4 

 

Indigo: “Then”: “The Dark Backward and Abysm of Time” 

 
 

Divided into two parts, this chapter dwells upon the “then” layer of the plot, 

centring mainly on the ‘first encounter’ between Sir Christopher Everard and his 

fellow settlers, and the indigenous islanders, most saliently Sycorax and her 

construct family with the two adopted children of hers, Ariel and Dulé a.k.a. Caliban. 

Set firmly within its Caribbean context, on a self-contained island as a “contact 

zone,” an in-between place in an in-between time, with its historical and 

geographical particularities, the Elizabethan plot fleshes out with difference the 

characters and relationships of The Tempest. The “new world” of The Tempest is 

thus recontextualised in time and space, which ineluctably involves a shift in 

perspective from Prospero’s imperialistic seventeenth-century point of view to a 

twentieth-century one marked by a guilty conscience towards colonisation. 

Great attention is accorded in the novel to portraying the ‘before’ and ‘after’ 

of British colonisation of the island in the seventeenth century, buttressed by spatial 

narrative trope as its structural narrative strategy, which serves to challenge the 

myth of essentialist origin: the image of the colonised land as a tabula rasa is 

revealed to be an illusion, as is the original essence of the Everard male characters. 

The novel attempts to lay bare the ‘beginnings’ of British colonisation by juxtaposing 

the fictional and contemporary political events. Weaving a plot that forages a starting 

point serves to reject the canonical formulation of the ‘colonial encounter’, which is 

an index of something larger: it draws attention to the constructed nature of History, 

pointing out its parallels with fiction. The history that is shipwrecked in colonial 

history is thus recovered to mount a searing critique at romanticised accounts of the 

events. Additionally, this part of the narrative also gestures towards introducing a 

feminine myth, reconstructed through the female protagonists. This new feminine 

myth woven out of magic realist elements serves to challenge the accounts by 

patriarchal History, exfoliating them to lay bare the complicity between politics and 

knowledge. 
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4.1. “Indigo/Blue”: “Subtleties o’th’ Isle that Will Not Let 

You Believe Things Certain” 

 
 
 

Except a corn of wheat fall into the ground and die, it abideth alone: 
but if it die, it bringeth forth much fruit.1 

 
 
 

“Indigo/Blue,” the first of the two consecutive parts that together make up the 

seventeenth-century narrative, is set in “Liamuiga, 1600– C.E.” (p. 77), and it 

commences with the reincarnation of the heterodiegetic narrator’s consciousness as 

a dead body, i.e., of Sycorax (b. 1560), who is dead at the beginning of the story in 

the same way as her namesake is so, in fact, in the whole play: “The isle is full of 

noises, so they say, and Sycorax is the source of many” (p. 77). The Elizabethan 

narrative consisting of Part II: “Indigo/Blue” and Part III: “Orange/Red” thus opens in 

1600 with an explicit allusion to The Tempest: “The isle is full of noises, so they 

say,” and closes a hundred years later in 1700– in the same way: “The isle is full of 

noises” (p. 213). That the “source” of many of these “noises” is located in Sycorax is 

an index of her “unifying function” within the seventeenth-century narrative. As the 

epigraph chosen for this part suggests, Sycorax, then, “bringeth forth much fruit” 

once she ceases to live. Serafine’s role in the twentieth-century narrative as the one 

who “unscrambles” or deciphers these “noises” and “changes into stories another 

time,” as explored under the title “Serafine’s So Potent Art” in Chapter 3, calcifies, 

then, her “unifying function,” this time among the two layers of narrative thus 

ultimately, the whole novel. These “noises” are metonymic for past hidden 

his/herstories of the subaltern, thus Serafine and Sycorax’s storytelling takes on a 

deeply ethical and political resonance. 

This being the first major difference between the play and the novel in their 

treatments of Sycorax-figures, another difference lies in the fact that the rest of the 

narration is presented in flashback, serving to grant Sycorax corporeality and a 

voice with which to narrate in her own words, in fact, in her person, the whole story 

of institutionalised colonialism, which aspires to impose a Western scenario on the 

                                                
1 New Testament, John, xii.24. 



 245

Caribbean. The narrative depicts her as a substantial character first by situating her 

in her immediate and larger geographical context, i.e., as a woman with an extended 

family belonging to a Carib Indian tribe on the island of Liamuiga, then by 

accounting for a series of events which eventuate in her notoriety in The Tempest 

as a sorceress, witch, or hag. 

The narrator continues: 

 
 
Recent sound effects – the chattering of loose halyards against the masts on 
the fancy yachts riding at anchor in the bays, the gush and swoosh of water in 
the oyster pool at the luxury hotel – aren’t of her making: Sycorax speaks in 
the noises that fall from the mouth of the wind. It’s a way of holding on to 
what was once hers, to pour herself out through fissures in the rock, to 
exhale from the caked mud bed of the island’s rivers in the dry season, 
and mutter in the leaves of the saman where they buried her, which now 
stands in the cemetery of the Anglican church, St Blaise Figtree, adjoining the 
spacious amenities of the same five-star hotel. (p. 77)2 
 

Paralleling the ambivalence of The Tempest’s island, the above passage delineates 

the ambivalence Liamuiga achieves after its colonisation through the trope of 

sounds: it juxtaposes the “sound effects” made by the capitalist markers left upon 

the island’s landscape by the English settlers: “chattering of loose halyards against 

the masts on the fancy yachts,” “the gush and swoosh of water in the oyster pool at 

the luxury hotel,” and the probable chime from “the Anglican church, St Blaise 

Figtree”; with the “noises” made by Sycorax from underneath the saman tree where 

they buried her, symbolically narrates the story of the island’s colonisation: “Sycorax 

speaks in the noises that fall from the mouth of the wind,” “pour herself out through 

fissures in the rock,” “exhale from the caked mud bed of the island’s rivers in the dry 

season,” “mutter in the leaves of the saman where they buried her.” The island upon 

which the seventeenth-century narration is hinged is, then, reminiscent of the type of 

feminised landscape theorised by Hélène Cixous, who writes of emerging female 

voices that will crack the foundation of the patriarchal order, within this context, of 

colonial narratives with their claim to ‘truth’. Sycorax’s extant “noises,” i.e., 

his/herstories, that resiliently and literally well up through the “fissures” or “caked 

mud bed” function as genotexts, in Kristeva’s wording, that “rupture” or “disturb” the 

                                                
2 My emphasis. 
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island under colonial rule, which champions History with an upper case ‘H’. The 

saman tree under which Sycorax is buried has now become a wish tree for reasons 

to be elaborated on in due course, and visitors and islanders alike “shiver to think 

that, within the tree, Sycorax is still a force to reckon with” (p. 77). Serafine’s words 

earlier in front of the garbage chute in the flat, then, bespeak her and apparently, 

Sycorax’s role as well as the novel’s intent: 

 
 
‘My struggle against the darkness down below,’ she’d say, laughing. ‘My tree of 
life. What goes down, must come up. One way or the other, Miranda, no thing 
on this earth ever do die. Nor goes to waste neither.’ (p. 50) 
 

Sycorax with her story is now “buried” “down below”; however, the rest of the 

seventeenth-century narrative that is presented in flashback illuminates “the 

darkness down below,” i.e., the experiences of the colonised, both male and female, 

during the colonisation of the Caribbean in the person of Sycorax, who comes to 

embody the subaltern and their his/herstories ‘from below’. On this shift of narration 

mediated by Sycorax, Steven Connor comments as such: “[t]he novel’s rescue of 

the history of colonized people takes place largely through the restoration of the 

narrative of the ‘witch’ Sycorax which is obscured by Prospero’s account.”3 True, yet 

what seems to be more innovative in the novel is the wide dimension this “rescue” 

gains, ranging from the experiences of the Carib Indians to those of Africans and 

Arawaks employed as slaves, pivoting around one construct family: Sycorax is a 

native of the island thus a Carib Indian, but her adopted son Dulé is allegedly a 

West African of Iqbo origin, and her adopted daughter Ariel is an Arawak from 

Surinam, the settlement in South American mainland. That Ariel and Dulé, a.k.a. 

Caliban, are the children of slaves adopted by Sycorax makes them clearly 

represent “[t]he slaves, the slaves. The sugar, the Indians who were there, the 

Indians who were brought there afterwards” (p. 278), voiced by Miranda in the 

twentieth-century tale albeit in another context. Sycorax’s compound, where they 

live, then, becomes one of those “imaginary homelands,” as formulated by Salman 

Rushdie in his essay of the same name, where he accounts for these as spaces 

where the fixed patterns of belonging are not binding, but what matters is the kind of 

                                                
3 Steven Connor, op. cit., p. 169, my emphasis. 
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relationship which Marina Warner calls “elective affinities.”4 The significance of this 

construction proves twofold: a comprehensive portrayal of the triangular commercial 

activities between the metropolis, the slave ports on the African coast and the 

American colonies can now be presented only to expose the colonising mentality 

that appropriates the Caribbean land, money and labour over centuries; and this 

also allows for the exploration of identity issues and the congruent issue of the 

symbolic question from the respective points of view of these three people with 

diverse ethnic origins and consciousnesses revolving around the issue of 

colonialism. 

A deeper probing into the paragraph below reveals the implied author or the 

narrator’s attitude towards whether the project of “illuminating” the “darkness” will 

ever be accomplished, that is, whether these his/herstories will fully be recognised in 

the future: 

 
 
When she sighs or clicks in the shaking of the palms and breathes out with the 
tip of the surf, you can hear her despair that her death will never come to an 
end; she hasn’t got much imagination. (pp. 77-78)5 
 

Still torn between the ‘old’ and ‘new’ worlds in an eternal conflict, Sycorax fears that 

her “death will never come to an end,” that is, she is afraid that she will never come 

to rest. Considering that Sycorax em‘bodies’ all the erased, hidden his/herstories, 

her “death” coming to an end entails the illumination and recognition of those 

stories. The last sentence: “she hasn’t got much imagination,” seems to be an 

explicit intrusion by the narrator that ironically resists Sycorax’s “despair” but intones 

hope that she will find peace because the stories will be recognised or 

acknowledged. 

Sycorax’s prolonged death is precipitated by the very encounter of her with 

the fragmented, i.e., dismembered, corpses of dead slaves that have been thrown 

overboard and washed up upon the shores of the island: 

                                                
4 Marina Warner, “Rewriting Shakespeare's The Tempest: Indigo in Context,” transcript of a 
talk given at the Freie Universität Berlin, 29 January 1996, p. 3, quoted in Tobias Döring, op. 
cit., p. 24. 
5 My emphasis. 
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To Sycorax it feels as if she began to die the day the corpses landed on 
Liamuiga. She’s been dead now for some time, though the exact moment when 
she could say she ceased to be has become a blur. She thinks – and speaks 
– of her death as beginning when the children first spotted the bodies and 
brought the report back to the village. (p. 77)6 
 

The slavers, it later transpires, have tossed out the failing slaves, e.g., those that are 

weak and sick, which turns out to be a common practice, attesting to the 

inhumanities of the slave trade with its colonial cadences. It could be claimed that 

this constitutes an anti-tempest scene due to the narrator’s and the islanders’ 

constant negation of a tempest as its possible cause during their speculations upon 

the bodies: 

 
 
Usually, when tempests struck and flung dead bodies of men and woman on 
that archipelago, driftwood and other floatsam were driven ashore with them. 
But these corpses were stranded on their own, no sea creatures tangled with 
them, further victims of a storm; no one had been lashed to a spar in hope of 
survival. 
‘They couldn’t have been shipwrecked,’ one villager cried out. 
‘There’s been no high wind,’ said Tiguary, the headman of one village and the 
brother of Sycorax. ‘Not that we have felt.’ 
‘Yes, this didn’t happen far away,’ Sycorax took up, through a corner of her 
pagne over her face. ‘We would have heard – we would have felt any storm that 
hit them. (p. 79) 
 

The illusionary spectacle in the play has thus been literalised to depict a harsh 

reality in the novel. This incident is the first encounter of the islanders with the 

settlers and is a ‘thundercloud’ of the forth-coming social changes that will transform 

the pre-colonial island into a colonial one, which will apparently not augur well for 

the islanders. Then “what’s past is prologue, what to come” (Act II, Scene i, line 

253), as the bard says. Thus, whereas The Tempest opens with the fragmentation 

of what Miranda calls the “good ship” (Act I, Scene ii, line 12) due to an invented 

storm, the seventeenth-century narrative commences with the fragmentation of the 

integrity of those human bodies thrown from the not-that-good ship: 

 

                                                
6 My emphasis. 
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Some were almost whole, but waterlogged… Others had lost extremities, 
become shorn of nose and trimmed of fingers by nibbling fish, others were 
missing heads, arms, and legs; one was a floating head on its own, with long 
curly hair, like a human octopus. Bones poked through the ribbons of their 
battered flesh; it was so torn that it might have been rags had they been 
wearing any clothes. (p. 79)7 
 

The dismemberment of the bodies stranded upon the shore is an apt paradigm of 

how colonialism denies colonised subjects their subjectivities, precipitating, in turn, 

fractured consciousnesses. The point at which Sycorax “ceased to be” is a “blur” 

since she cannot decipher what these “bodies” washed up upon the shore entail; 

neither can she realise that her “body” too is now stuck in between an ‘old’ world, 

i.e., pre-colonial Liamuiga, and a ‘new’ one, i.e., colonial: “[i]t was the beginning of 

a new world for her and her people, the start of a new time, and as yet Sycorax 

did not know it” (p. 82).8 It should hereby be noted that the reverberations of this first 

encounter with the “new world” for the islanders, especially the women, will prove 

highly disparate compared to those for The Tempest’s Miranda as a white woman 

surrounded by such sterility of existence. 

The members of the Carib Indian tribe dispose of and bury the dismembered 

and rotten corpses; however, at night Sycorax sees an overpowering waking dream 

of the dead slaves, and sneaking out of the house where she lives with her husband 

and three daughters, she goes down to the shore accompanied by her female pet 

dog, Paca, short for Pancha denoting “free” in Spanish. In Prospero’s fashion, 

Sycorax traces a circle around her with the herbs, which precipitates her dreamlike 

state that puts Sycorax in a liminal space where she can hear the dialogues of the 

dead slaves underneath the ground, “echoing the language of Shakespeare’s play,”9 

which is worth quoting in full because of its metaphorical density: 

 
 
‘The boat had the motion of a cradle,’ one said. ‘It rocked us, rocked us. 
‘Yet it gave no comfort.’ 
‘No comfort, no.’ 

                                                
7 In an interview, Marina Warner states that she has been influenced by the famous painting 
entitled “Slavers throwing overboard the Dead and Dying - Typhon coming on (“The Slave 
Ship”)” (1840) by J. M. William Turner for this scene in the novel. The painting depicts the 
dismembered corpses thrown overboard. A copy of the painting is provided in the Appendix. 
8 My emphasis. 
9 Caroline Cakebread, op. cit., p. 219.  
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‘We could hear the wind, but there was not a breath of air to breathe.’ 
Another cried, ‘I could not see you, my darling, in the dark! Call to me so that I 
may know where you are.’ 
The reply came, if it was a reply, ‘The bed we lie in is a grave.’ 
‘Yes, the vessel that brought us became our hearse.’ 
… ‘The sea never harmed us, gave us heavy nets of fish. Now it would make us 
food for fishes...’ She seemed to chuckle, then turn and sleep more deeply. 
Another cried, ‘Grit for oysters…’ 
Then another, ‘Bonemeal for vines…’ 
And yet another, ‘We’ll make rich loam…’ 
‘From our carcasses, the melon and the gourd…’ 
‘From our flesh, mermaid’s purses, dolphin garlands – Haha!’ 
And another seemed to laugh too, and said, ‘Blood roses for the coral, black 
dust for the sand…’ (pp. 82-83) 
 

The “boat” standing for a “cradle” thus the womb is now without a vestige of 

“comfort”; similarly, the “vessel” has converted into a “hearse”; the “wind” deprives 

them of “a breath of air to breathe”; and the sea or the “bed” that “never harmed” but 

nurtured them has now transfigured into a “grave,” which are metonymic for the 

future violence of the plantocracy that will disturb the intimate relationship of the 

natives with nature as the Great Mother through colonial processes in which the 

territory and cultural space of the indigenous society will be disrupted and 

rearranged. This scene, then, repeats The Tempest’s construction of the sea as a 

feminine space exemplifying the conventional metaphorical “transformation of womb 

into tomb,”10 attributing it, however, to the interventions of the colonialists. What is 

also significant in the above passage is that the polyphony of voices, i.e., the ‘points 

of view’, of the literally drowned people are presented, in lieu of those of the slavers, 

which scene encapsulates the novel’s larger project of recovering the erased, 

drowned, or gainsaid stories and perspectives, rejecting the canonical formulation of 

the colonial encounter. Sycorax becomes the mediator since these “are articulated 

only in the wise-woman’s dreams,” she, therefore, “is returning to the wreckage of 

the British empire in order to salvage for herself a positive sense of connectedness 

to a past filled with pain and suffering.”11 

In her ongoing liminal state, Sycorax instinctively perceives that there is a 

baby alive in one of the buried women’s belly. She takes her out of the grave, and 

cutting through the wall of her abdomen with her oyster knife, she literally extracts 

the baby boy, who is significantly “the first African to arrive in the islands, and he 
                                                
10 Sandra M. Gilbert and Susan Gubar, op. cit., p. 88. 
11 Caroline Cakebread, op. cit., p. 219; 220. 
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came to be known later, to the settlers from Europe, as Caliban. But Sycorax gave 

him the name Dulé, meaning grief, after his birth as an orphan from the sea” (p. 85). 

Whereas The Tempest’s Caliban is said to be an incubus “got by the devil himself / 

Upon thy wicked dam” (Act I, Scene ii, lines 321-22), Dulé is of human parents but a 

result of an unnatural birth. The implications of this unnatural delivery proves 

manifold. In the first instance, Dulé (b. 1600) is the very first corporeal protagonist in 

the novel who signifies the separation from the mother precipitated by colonial 

violence, and as such, his arrival marks the beginning of the extension of colonial 

rule to the island, which has remained intact thus far. Not only does Sycorax ‘give 

birth’ literally to Dulé paralleling the metaphorical birth Prospero gives Miranda, but 

she also names the baby boy and takes him home. Such references are indices of 

something larger: the lack of an absolute masculine hegemony on the island. 

Sycorax’s employment of the “oyster knife” during the delivery and of “the branches 

and the stones... that might do for a tool” (p. 84) accentuates the absence of metal 

instruments and tools, serving as yet another index of the island as non-

phallocentric, considering that a metal straightedge is a symbol of the phallocentric 

order. Small wonder, then, that it is this absence of guns that will lead to their defeat 

by the arriving colonialists. 

On the other hand, as Mary Daly proposes, women began life under 

patriarchy, so they have been in a vicious state from the very beginning.12 It is 

therefore hardly surprising that the ensuing reactions to Sycorax’s delivery of Dulé 

and coextensively, to the “orphan from the sea” that are thick with allusions to The 

Tempest should posit Liamuiga as ambivalent and liminal in terms of social 

structure, i.e., a conjunction of female subjectivity and patriarchy that stalks the pre-

colonial tribe. Even with the first hints at the intrusion of colonialism encapsulated by 

the very person of Dulé, Sycorax becomes “apart” like the ambivalent island which 

she em‘bodies’, as observed in the very first extract presented in the analysis of this 

part: 

 
 
His delivery set Sycorax apart: her husband proclaimed her magical powers 
marked her out an official wisewoman. At the same time, he took the 
opportunity to announce his own remarriage. He referred to deep sorcery in 
Dulé’s origin, and sent Sycorax and the baby boy back to her brother’s village 

                                                
12 Mary Daly, Gyn/Ecology: A Metaethics of Radical Feminism, Boston, Beacon, 1978. 
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with the dowry she had brought with her at the beginning of their life together. 
He had only been waiting for an excuse. (p. 86)13 
 

The fragmentation of Sycorax is immediately initiated by an ambivalent reaction 

from her husband, whose anonymity is profoundly political: on the one hand, he 

recognises her magical powers “at the same time” using this as a pretext to leave 

her. This serves to account for the absence of Sycorax’s husband in The Tempest. 

In the second instance, the very same finesse that turns Anthony Everard into a 

national hero, i.e., sangay, results in Sycorax’s abandonment by her husband yet 

her acceptance into her natal family by Tiguary, her brother and the headman of one 

village, who “announced that Sycorax was filled with sangay, preternatural insight 

and power, and her membership of their family a signal blessing” (p. 86). One may 

briefly accentuate the other side to the coin, here. It may prove advantageous to 

Anthony; however, it is a finesse that is communicated to him by Serafine, who 

manifestly inherits it from Sycorax. Thirdly, “the dowry” which Sycorax “had brought 

with her” is axiomatic of the tribe as feudal and patriarchal; however, her acceptance 

back into her family’s home with an adopted child, if only fleetingly, entails that the 

tribe is not as strict, but diluted in terms of patriarchal dynamics. 

Correspondingly, the element of ambivalence is everywhere in the reactions 

from the members of the Carib Indian tribe, to which Sycorax belongs. Some think 

“[n]ot every generation produces a Sycorax, and so some religious-minded people 

of her island valued her; Dulé’s arrival seemed to mark a favour from the gods” (p. 

86); some others “attribute[...] fantastic faculties to her” (p. 87); whilst others wilfully 

eschew the supernatural in favour of the scandalous: they say, perhaps “she’d 

mated with one of the animals she tamed and this was the progeny” (p. 86), or they 

engage in practical gossip, saying she “had always been a hot one, now she had 

landed herself in the fire” (p. 87). Sycorax, therefore, “occupies a position in two 

intersecting stories of oppression, one marked by her status as a woman, the other 

characterized by her racial difference in the eyes of her captors.”14 These reactions 

call for a slight digression to elaborate upon her background as the young wife of the 

village headman with their three daughters. As a young woman, Sycorax was 

                                                
13 My emphasis. 
14 Caroline Cakebread, op. cit., p. 228. 
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interested in other matters – men (in her husband in fact, for a while, as well 
as some others). But above all she was captivated by herself, by the motions 
of her inner being, by the extent of her powers, by the leaps and forkings of 
her wishes and the unpredictability of her pleasures and her skills. As a 
young woman, she was undiscovered territory to herself, and her passions 
took her by surprise and delighted her (as well as leading to grief sometimes). 
(pp. 107-08)15 
 

It is Sycorax who chooses men, thus rejecting the traditionally subservient role of 

the passive female, and is markedly portrayed as an autonomous woman pursuing 

to discover both her intellectual capacities and her emotions: “her interests,” “her 

inner being,” “her powers,” “her wishes,” “her pleasures,” “her skills,” “her passions,” 

and she is “undiscovered territory to herself,” as yet, not to others. In the wording of 

Sycorax there is no trace of the binary Cartesian logic, i.e., the dichotomy of body 

and mind, which was prevalent in Europe during the same period, as epitomised in 

the wording of Prospero, who speaks of his dedication to “closeness and the 

bettering of my mind” (Act I, Scene ii, line 90).16 As “captivated” only by the totality 

of her self, she neglects her family, as with Prospero, who neglects his ducal duties. 

Due to her “insouciance as a mother” (p. 109), she needs others to look after her 

children so that she can engage in her own pressing concerns. Therefore, she finds 

other women to look after them, thereby turning the traditional definition of 

womanhood in relational terms, i.e., as wife, daughter, sister to men, to her 

advantage: 

 
 
… her children were looked after by other young women engaged for that 
purpose; as the wife of a powerful man, the daughter of one chief, and the 
sister of another in a neighbouring village, Sycorax had had plenty of kin to call 
on and plenty of dependents needing favours in return for favours. Also, her 
own mother was still living then and liked to bring up Sycorax’s brood, much 
more suitably, she’d declare, than her daughter would herself. (p. 108)17 
 

There are two other aspects of mothering Sycorax relishes in lieu of nurturing: 

“experimenting with food, especially coloured food, and adorning her children with 

those gatherings from the rocks and the forest... after trials with various animals” (p. 

                                                
15 My emphasis. 
16 My emphasis. 
17 My emphasis. 
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108). Her initial curiosity with the microsystem, i.e., the whole of her self, thus 

extends to her extensive perusals of and “experiments” or “trials” with the 

macrosystem, i.e., flora and fauna of the island, which eventuates in her fame in 

sorcery since no one else “attained her degree of skill at the cauldron and the 

mortar; nobody on Liamuiga had ever become such an expert sorceress” (p. 109), in 

the same way as Prospero is “so reputed… for the liberal arts / Without a parallel” 

(Act I, Scene ii, lines 72-73).18 Therefore, whereas the play’s Sycorax is associated 

with evil magic, the knowledge and power with plants of the novel’s Sycorax stems 

from her observations and experiments. 

Now that Sycorax is over fifty years old, her “once unruly hair had thinned 

and become docile to the comb” (p. 110), emblematic of the fact that the chaos in 

her temperament has ceded to order in years. No longer wanting “the kind of power 

she had wielded then,” and appalled by the memories of her exploits, in retrospect, 

“‘I used to change men into beasts,’ she’d chuckle to herself... ‘Now I can only turn 

them blue’” (p. 110), referring to her work with indigo. Sycorax’s power to change 

men into beasts further correlates her to Circe the powerful witch, who, with the help 

of herbs, muttering incantations, or praying to her gods, could turn men into animals 

such as lions, bears, wolves or swines, or create unsubstantial images of beasts. 

Thus Sycorax is portrayed as a woman who grows and learns by experience, 

subverting the Eurocentric construction of the Other in The Tempest, whereby 

Sycorax’s extension Caliban, the racialised Other, is construed by the Europeans as 

a ‘natural’ man on whom “Nurture can never stick” (Act IV, Scene i, line 189), that is, 

he cannot be civilised. 

Sycorax’s desire to deliver Dulé is ascribed to “this new apprehension of her 

impending barrenness” due to her age, and to “the pain [that had] torn through 

Sycorax at all she had left undone, at the love she had forgotten to give” (p. 109) to 

her children when she loses her firstborn daughter at nineteen due to a fever, thus 

seeing Dulé as “the exchange” (p. 110) for her. Multiple and diffuse murmurs of the 

islanders that have been building not surprisingly turn in the direction of the baby, all 

of which are condensed into the following paragraph: 

 
 

                                                
18 My emphasis. 
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Her people blurred distinctions between man and beast, domestic and wild, 
the furred and the feathered, the five-toed and the web-footed, and there were 
some among the people of Liamuiga who thrilled to the powers of Sycorax’s 
enchantments, and saw the baby Dulé as not only strange, but holy – darker in 
colour, with curlier hair and fuller lips and a domed skull that looked vulnerable, 
as if natural entry into the world down the birth passage of his mother would 
have crushed his eggshell bones. A power lay in him too, they whispered, and 
they cherished how different they found him. (He was different, and though they 
were particular about differences – it was after all the traditional skill of a woman 
like Sycorax to find out what a dried mango leaf could do that a fresh one 
couldn’t – it was to cause Dulé long and bitter pain that his difference was of 
some account even to his allies and his friends.) (pp. 86-87)19 
 

These reactions, too, convey an ambiguous attitude towards Dulé. First off, it is 

Dulé’s ‘unnatural’ “entry into the world” compounded by his relatively ‘unusual’ 

physical features: “darker in colour,” “curlier hair,” “fuller lips” and “a domed skull,” 

and “flared nostrils” (p. 159) that render him “strange” but “holy,” “powerful” yet 

“vulnerable,” which are together subsumed under the canopy of “different.” Thus, the 

islanders who “blurred distinctions” – further emblematising the lack of a Cartesian 

heritage on the island – also deny Dulé a fixed and stable identity but grant him a 

blurred and ambivalent one. In the second and congruous instance, his being “the 

first African to arrive in the islands” entails penetration into their territory by 

foreigners, highlighting their vulnerability as a Carib Indian tribe, thereby exuding 

fear in them, whilst at the same time justifying Dulé’s difference in appearance and 

complexion. And not least, these stamps on Dulé can be attributed to his connection 

with Sycorax, as with Caliban in The Tempest, albeit with a difference: his 

ambivalent treatment is due to his status as an extension of both his biological 

mother, i.e., his difference in ethnic origin and physical appearance, and his 

surrogate mother, whose “powers” of “enchantments” are thrilling to some but 

overpowering for others. 

Dulé’s name well encapsulates his ambivalent identity. Chantal Zabus notes 

that besides “evoking ‘devil’ in Elizabethan calligraphy when ‘u’ and ‘v’ were one and 

the same letter, Dulé’s name is also a botched anagram of the French deuil, which 

signals his people’s bereavement,”20 whilst Eileen Williams-Wanquet proposes that 

“Dulé, whose name means ‘grief’ in Sycorax’s native language... echoes the Greek 

                                                
19 My emphasis. 
20 Chantal Zabus, 2002, op. cit., p. 150. Zabus notes that the connection of the name with 
French “deuil” is suggested to her by Marina Warner herself. 
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doulos (slave) and the French douleur (sorrow).”21 In lieu of the name Caliban, 

which he will be named later on, explicitly reflecting European fears of cannibalism, 

the name Dulé/deuil/douleur, denoting bereavement, grief, or mourning in French, 

connotes a sense of loss, which is reflected in his physical features, which, in turn, 

mirror his identity: 

 
 
Like many infants, he had an ancient expression in his round black eyes, but 
in his case she knew the sorrow was a memory trace laid down in his every cell 
and would not fade with age. The look dismayed her, for it seemed a reproach: 
he was puzzled by her from the start, a child out of time and place, then a boy 
alone with an old woman (as a mother in the fifth decade of her life she was old 
by the standards of her people), who was known to all the islands in the 
surrounding sea as a great sorceress. (p. 88)22 
 

It would not be too far-fetched to propose that the “roundness” of Dulé’s eyes 

connotes void and loss, as does the letter “O” that the silenced Friday in Foe draws 

on a piece of paper. The word “cell” in the passage should also be accorded 

attention. His “round black eyes” become ‘signs’ for his past ‘under the wreck’, which 

nestles snugly and permanently in his “cells,” i.e., the smallest units in his body, that 

is, his past eludes wholeness but is reduced to minute particles, that is, it is invisibly 

fragmented and atomised, thus depriving Dulé of meaningful ties to others. He thus 

becomes “a child out of time and place,” which is manifestly redoubled by having 

Sycorax as his mother, “old by the standards of her own people” and “a great 

sorceress,” both identities consigning her to the periphery of the society.  

Once the news of Sycorax’s success in suckling Dulé, much as she did not 

give birth to him, percolates through to the tribe, what is observed is a more explicit 

resurrection of Prospero’s words directed at both Sycorax and Dulé: “some people 

found [this] miraculous. Her whelp, they said, and she a monster’s dam [mother]” 

(p. 88).23 The idea of the monstrous involves a disruption of the supposed order of 

nature, thus predicating a notion of abnormality, which casts both Sycorax and Dulé 

beyond the limits of acceptable sociability. Also, Sycorax turns into an overpowering 

femme fatale like her namesake in the play, for she is accused of witchcraft as were 

                                                
21 Eileen Williams-Wanquet, 2005, op. cit., pp. 273-74. 
22 My emphasis. 
23 My emphasis. 
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midwives and healers since “they were ever-present reminders of the power that 

resides in women’s life-giving and life-maintaining roles.”24 Hence her family’s 

common consent to her decision of leaving home, which apparently pre-empts 

theirs: 

 
 
After a time, she knew she would have to leave her natal family’s home, too, for 
though her brother and his family and followers respected rather than feared 
her, she could sense how uneasy she now made the young women, especially 
the mothers and the expectant mothers. She had changed in their eyes; 
become charged with their fears of death, though it was life she had brought to 
Dulé… women with certain powers of enchantment were customarily required to 
live in seclusion, to practise their magic outside the nexus of the tribe, so that 
factions or individuals could not corrupt them easily and bend them to their own 
purposes. (p. 88) 
 

Like Circe, who is expelled from her husband’s kingdom and exiled to a 

Mediterranean island, Sycorax has to leave her home with Dulé, leaving her 

biological children behind, in the same way as Serafine leaves her daughter behind 

when she is taken to London by the Everards. Added to this is the fact that Dulé’s 

and Ariel’s biological mothers also ‘fail’ them: Dulé’s is thrown overboard the ship 

and dies, and Ariel’s is taken as a concubine by slavers. This forced ‘absence’ of the 

mothers is compounded by the ‘absence’ of those in the twentieth century, namely, 

Gillian, Astrid, Estelle Desjours as well as other Everard women. The very repetition 

of the theme of ‘absent’ mothers, then, constitutes a refusal too readily to be 

attributed to the wrongdoings of women but insists on another explanation: it seems 

to be a legacy precipitated by both patriarchal and colonial acts of ‘separating’ and 

‘dividing’. 

Sycorax and Dulé head for the south-western tip of the island where 

“Adesangé, god of fire, seethed and spurted in view all day” (p. 89). The references 

to the volcano as “god of fire,” and later “god of the mountain” (p. 146), or “lord of 

the volcano” (pp. 147) along with the prayers raised to it by the members of the tribe 

point to a pre-Christian society. Accordingly, in the next period of ten years during 

which no colonial encounters occur Sycorax develops an Edenic environment. The 

narrator cogently states that for Sycorax “their solitude on the island was an 

                                                
24 Carol Karlsen, The Devil in the Shape of a Woman, London, W.W. Norton, 1987, p. xi. 
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inspiration; for Dulé it was an exile” (p. 95). Indeed, Sycorax picks up a spot where 

she can work with indigo, and, “at her chosen site” (p. 90), she builds a house on a 

tall thick saman tree with a hammock for her afternoon nap and her night-time rest 

and a kitchen garden where she cultivates her staple and cooks. Sycorax keeps a 

swarm of bees, which knows her and Dulé by their smell, and taking her for their 

mistress, they stand guard over her against intruders. She lives on the gifts of food 

and clothing in exchange of three occupations: “[f]rom all over the island of 

Liamuiga, and sometimes from the nearby islands too, petitioners came to ask her 

to interpret their dreams; to make someone fall in love with them; to cure, even to 

raise from the dead” (p. 93), and making the indigo dye: “[a]s a result of her industry, 

her stores were piled higgledy-piggledy in the shade around her shell-strewn 

compound” (p. 94). 

Sycorax’s earlier experimentations with food and animals have culminated in 

her experimentations with fabric and colour, resulting in her work with indigo as a 

trade, which is closely linked with the act of writing as a way of ‘leaving one’s mark’. 

The manufacture of indigo necessitates a close relationship with the weather, for if 

she misreads the signs in the weather and “didn’t bring them in under cover in time, 

a sudden shower could fill her vats and spoil her measures, and soak the light bricks 

of the stuff as they were drying” (p. 121). Therefore, she needs to leave ‘marks’ to 

make accurate predictions about the weather and also future: 

 
 
Over the years, the track had been marked out, though the lianas threw down 
long withies and the undergrowth flourished in the shelter of the jungle canopy. 
The ciphers on the boundary trees had swollen in the bark with time, and 
developed lips and dents, like natural grooves or knots in the wood. But these 
timehri [ciphers, signs] had been made by scraping; they consisted of the dots 
and strokes that Sycorax also used in her divining for what lay ahead or behind, 
for promise and destiny. (p. 121)25 
 

Only Sycorax is skilled enough to ‘read’ these ‘writings’: “the markers – and 

Sycorax’s script – were not legible signs to the English strangers when they began 

to explore the rainforests” (p. 122). Her adopted daughter Ariel will be her heiress 

and read Sycorax’s ‘script’, in the same way as Miranda will learn to “puzzle out the 

script” imbricated in Serafine’s palm, but apparently only after a transformation 
                                                
25 My emphasis. 
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towards maturity. As explored under the title “Ab Ovo” in Chapter 3, the fact that 

Sycorax’s tongue has turned blue over the years, as well as her palms, nails, skin 

and eyes, highlights the stress the novel puts on oral narration. Within this context, 

the very emphasis upon the tongues of the corpses which “protruded, engorged and 

blackened” (p. 79) metaphorically ascertains the attempts of colonialism to hinder 

personal, oral stories from being heard, which is intrinsic to the very being of the 

ideology itself. 

The saman tree in which Sycorax lives is an allusion to the cloven pine 

where she allegedly imprisoned the airy spirit Ariel in The Tempest. However, in the 

novel, the cabin in the saman tree’s top could be construed as “a room of her own,” 

in Virginia Woolf’s terms, since she enjoys her solitude and independence there as a 

form of feminine refuge from “the soil,” i.e., her ‘earthly’ or “worldly ends” (Act I, 

Scene ii, line 89), to quote Prospero: 

 
 
for thinking, Sycorax liked to lift her feet from the soil into which they sank too 
easily… Unlike her crop, she needed to lose connection with the island at times, 
and, when she wanted a clear head to look back into the past and forward into 
the future, she needed to abandon the continual commitment to the task of 
survival that it demanded. (p. 93) 
 

However, as the cabin is in the saman tree’s top, it amounts to an attic in a ‘proper’ 

house, thus signalling her potential to be objectified as a mad woman. For now, 

Sycorax is in total harmony with her world and herself, as was Prospero in his Eden-

library; however, as aforementioned, Dulé’s birth marks the very beginning of the 

island’s colonisation: 

 
 
There was nothing on the island that Sycorax feared; but more incomers were 
expected from the sea. The strangers were passing more frequently; some 
drifted in on the spars of burst vessels, others sailed by in whole ships. They 
were also plying the local waterways in greater numbers than before – and 
nowadays when they landed, they were more often alive than they had been in 
the past, at the time of Dulé’s birth. (p. 92) 
 

Himself atomised both literally and metaphorically, i.e., deprived of meaningful ties 

to others, Dulé signals the disintegration of the tribe through the policies of colonial 
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administration. As the epitome of “forced labour,” Dulé’s awareness of his exile and 

displacement in the tribe is evoked throughout, and his difference in ethnic origin 

intensifies his sense of difference, culminating in his continuous search for his 

origins, striving to re-member his past. Feeling ‘marooned’ on the island, he ranges 

the island from end to end and swims through the narrows between Liamuiga and 

the nearby island Oualie to explore each and every place and creature, frequently 

meeting other youths who resemble him in skin and build. It is from this similarity in 

physical appearance that he comes to a conclusion about his origins: 

 
 
As Dulé had never heard his mother tongue, he and his new companions could 
only surmise, from the similar flare of their nostrils, the high broad set of their 
shoulders on slender frames, and the deep oval plunge of their chins on thin, 
round necks, that he came from the same part of the hinterland of West Africa, 
was of the Iqbo people in his origins. (pp. 175-76) 
 

Once again, skin emerges as the prime signifier of ethnicity. Caliban, Dulé’s 

counterpart in the play, is safely placed in his motherland before the intrusion of 

Prospero, who confiscates the island, denies him his natural birth through his 

discourse and names everything on the island, so that even though Caliban will 

continue to reside on the island, he will still be metaphorically detached from his 

mother/land. The novel, on the other hand, seems to take Caliban’s detachment 

literally and portrays this Caliban-figure as physically detached from his mother/land 

and devoid of a proper birth. Another fabrication by the Europeans in the play 

concerning Dulé, that he is a smelly “plain fish” (Act V, Scene i, line 266), is also 

literalised through his ease under the sea despite his crippled legs, and the 

deformed shape attributed to Caliban in the play is resurrected here as his health 

problems as a result of violence exerted by the colonialists: “he grew slowly and had 

many problems: with gummy eyes and aching ears and feeble digestion” (p. 88), 

and he is later “hobbled” (p. 201) as he is “slit in the hamstrings” (p. 200) by the 

European settlers. 

Displaced and homeless, Dulé is marked by his “inner restlessness” (p. 95) 

even when a small child, and unlike Sycorax, who has “eyes turned inward,” Dulé, 

whom Sycorax cannot mould in her own image, is “always scanning the horizon” (p. 
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95). His understanding of time also differs largely from that of the Carib Indians, to 

which Sycorax belongs: 

 
 
Dulé developed an idea of the past that was foreign to the people among whom 
Sycorax had been born and raised; it was a lost country for him which he 
wanted to rediscover, whereas for her, the past abided, rolling into the present, 
an ocean swelling and falling back, then returning again… But Dulé 
apprehended that he was born in a place that the ocean never brought back to 
lay at his feet, even in fragments, a shell here, a pebble there: something lay 
far, far beneath him, and he could not dive deep enough to retrieve it. (p. 95) 
 

An “orphan from the sea,” Dulé frequently “dives deep” to forever “rediscover” and 

“retrieve” his past, “a lost country to him” since it is futile for him to wait for the ocean 

to bring back his history “even in fragments.” Since his weak eyes see well under 

the sea, his sight problem turns out to be a symbol for his past that lies “far, far 

beneath” in the sea, where it can only vaguely be discerned. The issue of language 

epitomised in Caliban’s curse in The Tempest is, for Chantal Zabus, “also given 

another twist, as the crippled Dulé picks up Sycorax’s railing but acquires a ‘dream 

language’ when effortlessly swimming in the marine landscape where his troubled 

eyesight matches the blurriness of the deep.”26 As an African who is detached from 

his mother/land, he considers the Carib Indians luckier in this respect since their 

stories readily “abide” and “return” to them in a “churn” unlike himself who is denied 

such hyphenated memory: 

 
 
But Dulé knew that at the very moment of his emergence something inalienably 
his had been drowned alongside the body of his mother, and been irretrievably 
lost to him, and he had formed his vision of a ladder, spanning one isolated 
phenomenon of space-time to another. He sensed that he and his friends had 
forfeited a way of life, and so history presented itself to them as a linear 
continuum; but the indigenous islanders… see it as a churn or a bowl, in which 
substances and essences were tumbled and mixed, always returning, now 
merging into personal form, now submerged into the mass in the continuous 
present tense of existence, as in one of the vats in which Sycorax brewed the 
indigo. The flux did not swallow up individuals, or snatch their own stories away 
from them, as had happened to Dulé, but folded them deeper into the pleats 
and folds of the whole tribe’s existence… (pp. 121-22) 
 

                                                
26 Chantal Zabus, 2002, op. cit., p. 150. 
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Dulé strives to reach his past by virtue of a skill he teaches himself “in dream 

language, in a form of mimesis” (p. 95). He makes a light ladder out of boughs, 

standing it up on one end of the shore, then climbs it to the top until the ladder 

sways and falls. It would not be far-fetched to attribute an ambivalence to the ladder 

as a metaphor and claim that it constitutes a powerful paradigm for the ambivalence 

displaced people feel in respect to their difference: Dulé’s ease on the ladder 

emblematises, on the one hand, his aspiration after the defiance of bonds or roots to 

the earth because of the heavy load being ‘out of the ordinary’ places on his 

shoulders; it, on the other hand, bridges, as Sycorax perceives, “the time now and 

the time... [he] can’t remember” (p. 96), thus symbolising, for Zabus, his “skyward 

quest for roots.”27 Also, considering the ladder is the less cultured equivalent of the 

stairwell, it could be claimed that Dulé is in-between, for the stairwell 

 
 
as liminal space, in-between the designations of identity, becomes the process 
of symbolic interaction, the connective tissue that constructs the difference 
between upper and lower, black and white. The hither and thither of the 
stairwell, the temporal movement and passage that it allows, prevents identities 
at either end of it from settling into primordial polarities.28 
 

Yet another congruous effort of his in his assertions of identity is observed in 

his act of scratching the map of his country in his palm, which serves to establish his 

kinship with Serafine, whose palm stands for a map: 

 
 
the delta inked there, a map of the country of his birth so he should not forget, 
though he had never known a word of his people’s language, since he had 
been born of water, before speech. (p. 115)29 
 

In the final analysis, the silent argument of the implied author seems to be 

that it is not Dulé but slavery that is a hideous monster and a “demi-devil” (Act V, 

Scene i, line 272), to which Dulé, along with his people, have only fallen victim.30 His 

                                                
27 Ibid. 
28 Homi K. Bhabha, 2004, op. cit., p. 5. 
29 My emphasis. 
30 The parallelism between monstrosity and slavery is deftly established through the 
implications of the monster Manjiku, which resurges in the stories of the islanders and whose 
story is narrated by Serafine, which is analysed under the title “Serafine II” in Chapter 5. 
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“mourning” inscribed into his name and his “cells” will never come to an end unless 

the root reason for his “grief” for his rootlessness is acknowledged and recognised 

by the precipitators, very much paralleling the condition of people who, left rootless, 

displaced and disoriented by the (mass) killing of their parents or people without 

even being able to bury them, are “marooned” and always “on the run,” to turn to 

Spivak’s terminology, to find their place in the world. 

Another victim of slavery is Ariel (b. 1604), a five-year-old Arawak foundling, 

who is left to Sycorax’s care by her brother Tiguary on one of his visits to “his 

sequestered sister” (p. 96). In the compact framework of the ensuing conversation 

between Sycorax and Tiguary what is encapsulated is the institutionalised 

colonialism, i.e., the triangular commercial activities between England, the slave 

ports on the African coast and the American colonies, in all its harshness. Ariel’s 

mother is one of the Arawak slaves brought to the island from the Surinam mainland 

by slavers, who promised them that they would take them back once they finished 

cultivating the plants and fruits on Liamuiga. However, Tiguary says, “[o]nce they’d 

learned their methods, copied their tools and discovered how to set the seed of... he 

waved a hand about” (p. 99), and concludes the story by saying that she is taken “by 

another man to be his woman. One of the tallow men” (p. 100), preferring, Sycorax 

continues, to leave “her daughter here, rather than take her to be with them” (p. 

100). According to Tiguary’s report, indigo is one of the plantations’ staples along 

with cocoa beans, tobacco and rice, which, historically, enlarged to cotton and 

sugar. Ariel, an Arawak, and Dulé, an African, thus embody the forced labour 

‘needed’ as a result of Western Europe’s expansion into the America. Tiguary 

speaks about how the “tallow men” “need watching. We watched. And they did not 

see us, watching” (p. 99),31 reminiscent of the princess in Serafine’s fairy tale who 

goes unnoticed in the room. The islanders “watch” the colonisers since their ‘word’ is 

“valueless”: 

 
 
‘But they have no idea of what it means to give your word, the shellfish people, 
they have double faces and double tongues and never keep their promises. 
This is why we have learned to watch them, not to listen, for they reveal their 
inner thoughts and plans by their deeds far more surely than by their speech. 
‘Their speech is valueless’… ‘And I fear their deeds too.’ (pp. 99-100) 
 

                                                
31 My emphasis. 
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This exemplifies Bhabha’s decree that, as elaborated on in the Introduction, the 

‘gaze’ of the colonised subjects through which they mimic the coloniser renders 

them “at once resemblance and menace” to the narcissistic colonial authority. 

Sycorax, however, introduces the other side of the coin: 

 
 
‘I change my mind about it all the time,’ she sighed. ‘Never see clearly what way 
we should take. We make our offerings, as usual. But the exchanges wither, 
then we begin to begrudge what we have given…’ She paused. (p. 98) 
 

However, this view of Sycorax seems to match the attitudes of neither the narrator 

nor the implied author since it is due to this hesitation of hers that her eyes prove 

‘myopic’ and cannot “decipher” the warning signs of the sea, much as her success in 

indigo dye depends on her excellence in reading the “timehri” of the nature: 

 
 
Sycorax would look out to sea... and feel that its mirror concealed a menace 
she could not quite decipher. Lurking there were more ships, more men seeking 
harbours, fresh water, sustenance and equipment. (p. 101) 
 

Nor does she pay heed to the warnings by either her brother or Dulé as to the 

danger of these English settlers who have already colonised the northern part of 

Liamuiga. Dulé warns her more vociferously, in the fashion of the play’s Caliban: 

 
 
‘Curse them, Mother. Use your arts, change their condition with your skills; alter 
their shape, as only you know how. So that they learn to fear us and do not 
stay. They use our water and eat our substance, they’re not welcome. Not on 
Liamuiga, nor on Oualie.’ 
‘You’re too scared inside,’ she replied to him. ‘You’re too young. You must have 
more belief in our capacities. Trust our strength, our wisdom. Strangers can’t do 
us harm, not here, where we have our ways and they know nothing without our 
help.’ (p. 102) 
 

Sycorax fails to trust Dulé, who is always on the qui vive for any signs that may 

inform him of strangers’ presence and is attempting to find a safe haven close to 

Sycorax’s compound. In fact, his suspicions, which Sycorax wards off as “fear,” are 
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well-founded, which situation stands in marked contrast to the one in which 

Prospero’s suspicions of Caliban, in fact, reflect his fears deep down. The 

colonialists have already designated thus objectified the islanders as “cannibals” (p. 

103), “enemies” (p. 103), “savages” (p. 122), and are about to set foot again on the 

island. The following passage is the very first paragraph that solidly introduces the 

‘beginnings’ of the island’s colonisation, which the narrator presents by juxtaposing 

the coloniser, i.e., Christopher Everard ‘Kit’ (b. 1595), and the colonised subject, i.e., 

Dulé: 

 
 
That year, 1618 by Christian reckoning, Kit Everard was on board the four-gun 
brigantine that sailed close in past Oualie and then past Liamuiga, which Dulé 
saw as he was fishing, checking a net he had set. He reported this new sighting 
to his companions on Oualie, and they confirmed his news; it was then he 
sailed across the strait to visit his mother and warn her. (p. 102)32 
 

In actuality, the colonialists have already named the geographic contours and 

heights of Liamuiga and the smaller island Oualie after Saint Thomas: 

 
 
Columbus had marked the twin volcanoes on his map when he first saw them 
side by side, one a smaller echo of the other. He called them after the Saint 
who doubted Christ, Thomas, because he also fancied he saw, in the fissures 
of their slopes, three gashes on one island and two on the other. They were the 
gaps in the rainforest cover on the slopes made by cascades of hot springs 
from the craters, and he counted them as the five wounds of the Saviour. (p. 
102)33 
 

The re-naming process by Columbus is another instance of acting in the name of 

religion, for Christians swear by “the five wounds of the Saviour” as a result of the 

crucifixion. The ideologeme which the very name of a historical figure, i.e., 

“Columbus,” functions as serves to delineate the inescapable relationship between 

fiction and history, thereby inscribing the rivalry between these discourses within the 

text. As history is incorporated into a fictional text, it cannot escape the tricks that 

reside within the latter’s precincts. The narrator duly lays bare Columbus’s mistake 

in re-naming the islands Grand-Thom’ and Petit-Thom’ by saying “he fancied he 

                                                
32 Kit’s historical counterpart Thomas Warner, on the other hand, settled on St. Kitts in 1624. 
33 My emphasis. 
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saw,” which a historical account would shun. Another ideologeme is the name of 

King James, whose letter to Kit with the “painted scroll” (p. 205) that is also signed 

by “the Archbishop and the Chancellor” (p. 206) grants Kit an Adam-like authority 

over each and every creature, man, woman and child upon the island: 

 
 
James by the grace of God, King of England, Scotland, France and Ireland, 
Defender of the Faith etc. To whom this epistle shall come, Greetings – 
Whereas we have been credibly informed… that the said Christopher Everard 
hath lately discovered several Islands in the Hesperidan seas towards the 
continent of America, the one called Saint Thomas’s, alias Everhope (though 
this be error), or in the native tongue Liamuiga, and another, as the savages of 
those parts name it, Oualie… We do command the said Christopher Everard to 
be possessed of the said Islands and all our other loving subjects under him: 
And of our especial great and certain knowledge have given and granted unto 
the said Christopher Everard during our pleasure custody of the aforesaid 
Islands and of every creature, man, woman and child upon them together with 
full power and authority for us and in our name and as our Lieutenant to govern 
rule and order all. (pp. 206-07) 
 

The “parchment” that is “illuminated” (p. 206) juxtaposes “tiny natives” (p. 206) with 

a giant-sized coloniser, i.e., Kit Everard, who is standing in the sea naked to the 

waist with “one hand raised to haul, like Gulliver and the Lilliputian fleet, a galleon 

with puffed sails, while the other reached to grasp a volcano-tipped island” (p. 48). 

Against the giant-sized coloniser, the natives “in their feathered headdresses and 

skirts” (pp. 206-07) are “digging and planting the land beyond the sandy shore” (p. 

48).34 Joyful for being granted such power, Kit Everard disregards the King’s 

designation of the name Everhope as an “error” and insistently continues to name it 

Everhope: “[o]nly on Everhope had the heathen met the fate they deserved” (p. 

207). The island is known as Everhope by the Everards in the twentieth-century 

narrative, too. However, Kit uses for Oualie the name that Columbus had given: 

“Little St Thomas’s, a Christian name for a Christian place” (p. 208). 

The narrator continues to account for Kit Everard’s ‘beginnings’ as a planter. 

Three years back, in 1615, Kit Everard is summoned by his first patron Roger Pole 

to join the English settlement in Surinam on the north coast of the South America 

mainland, Eldorado, where Roger Pole is questing after the famed gold of the 

                                                
34 A copy of this illumination hangs in Ant Everard’s drawing room at Severn Court since the 
original is said to have been stolen by a younger branch of the family in America. 
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Indies. They fail to find gold but grow tobacco in these promising lands. Ten years 

earlier, Roger Pole makes an attempt at planting Grand-Thom’, the islanders’ 

Liamuiga, but the colony fails through sickness and lack of provisions. They 

abandon their enterprise, the Arawaks whom they have imported to work for them, 

taking with them one or two women as mistresses. Hearing the story whilst on the 

mainland, Kit resolves to return to the island with Roger Pole to plant the island 

again, thinking: “[t]hey would gain renewed support for another American venture, 

from land-poor nobles who would lend their prestige, and from merchants who 

would lend their gold” (p. 104). However, when Roger Pole dies in Surinam, Kit 

returns to England to make his bid for favour of his own. Then “Providence had 

blessed him” (p. 104), as Prospero claims, and he finds a Suffolk patron, the Lord 

Clovelly, who has formed a Merchants’ Company to back such enterprises. Kit 

Everard is “determined to stake his claim, on behalf of England and the King and the 

Worshipful Company of Hesperides,” thus becoming “a pioneer among planters” (p. 

104) in 1618. 

The narrator suspends the story of Kit Everard and his men here and 

continues instead to recount the triangular relationship between Sycorax, Dulé and 

Ariel as if mirroring the consciousness of Sycorax, who, for the time being, 

dismisses all warnings. Sycorax spends most of her time with Ariel, the love for 

whom “was greater than any she had felt for the children she had borne; it was 

sweeter than the passion for survival that had attached her to Dulé” (p. 105), which 

is an index of women’s solidarity. When Tiguary brings Ariel to Sycorax when she is 

five, Sycorax tells the child, a diminutive figure for her age: 

 
 
‘I’m considered a famous witch... We’ll give each other support, you’ll see. You 
have been sent to me, as a gift. And what a gift!.. I’ll show you where we’re 
going to be safe.’ (p. 101) 
 

Sycorax construes Ariel as a “gift”; however, Ariel is not treated as an exchange gift 

or a possession to circulate between men as in patriarchal societies. Rather, theirs 

is a relationship based on mutual “support.” What Tiguary says of Ariel: 
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She’s a solitary, a dreamer, she doesn’t fit in. She could make a companion for 
you. And a help… ‘You could do with another pair of hands. Woman’s hands, to 
do this work.’ (p. 97) 
 

posits her as a displaced, dispossessed female figure. Within the framework of The 

Tempest, Ariel does not possess an established ancestry; the only information 

about the spirit’s past, and it is alleged, is that he is held captive in the cloven-pine 

by Sycorax; in the novel, on the other hand, Ariel is both re-gendered into female 

and is given a history much as she is a “foundling child” (p. 97) and is similarly 

elusive as her name betokens. Ariel is thus cast as the female version of the play’s 

he-spirit, for she “doesn’t fit in,” that is, she is ambivalent and in-between, and for 

Sycorax construes Ariel “as her pupil and her heir” (p. 107) in the making of indigo, 

which is construed as “women’s work” (p. 97) both by the islanders and the 

colonialists. There are other attributes of hers that further calcify her kinship to Ariel 

in The Tempest: 

 
 
The girl did not speak much; she liked to sing, and was more gifted than 
Sycorax at inventing charms and tunes spontaneously. Sycorax would 
sometimes lift and straighten herself after stirring the reeking indigo, and find 
Ariel playing shadows on the ground, humming to herself as she mimed a long-
legged bird, or a diving booby, or, spreading her fingers and wiggling them, a 
small palm in the wind. (pp. 106-07) 
 

As did the play’s airy spirit, this Ariel “invents” and “sings” or “hums” “charms and 

tunes” more than she “speaks” and “mimes” animals. A marginal and displaced 

figure thus metaphorically “‘homeless’ in the symbolic order,”35 i.e., “prison-house of 

language,” Ariel sometimes fails to have access to language, which belongs to the 

Symbolic, but communicates by singing instead, since, as explored in Chapter 2, the 

‘word’less tunes belong to the semiotic order, or what Kristeva terms the “chora,” 

which is prelinguistic and regulated by the body of the mother. As such, Ariel also 

partly recovers her loss of her mother. Her humming and miming is, then, 

ambivalent in that it is both inescapable and subversive leaning on the strategy of 

resistance called “mimetic appropriation” as developed by Irigaray, who contends 

that: 
                                                
35 Margaret Whitford, Luce Irigaray: Philosophy in the Feminine, London, Routledge, 
1991, p. 125. 
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In the absence of the woman-mother’s identity, the speech [parole] of the 
‘daughters’ is spoken as a gestual mimesis or flows into the mysterious desire 
of/for that Other woman. Verbal exchange therefore becomes impossible or 
useless. Everything takes place before speech intervenes.36 
 

It is, then, highly significant that Sycorax attributes Ariel’s “reticence,” i.e., a period of 

time without speech, to her “earliest losses” (p. 115). Sycorax, however, cannot 

“decipher” the meaning of her “lines,” and Ariel does not reveal it, either: 

 
 
She sang: 
The red one, the curly one, came down to the sea; 
My oystershell, my piece of the sky, 
Shone there below, far down below, 
But his hand is melting, his head is bursting, 
Too far down, too far, aie! 
When Sycorax asked her what she meant, she looked at her gravely and did 
not answer. (p. 107) 
 

The implied reader perceives that the song prophesies the incoming battle between 

the English settlers and the islanders with “the red one” referring to Kit Everard and 

“the curly one” to Dulé. To make an informed generalisation, where the lyrics of 

Ariel’s songs differ from those of the spirit in the play is that they do not serve 

patriarchal ends by imposing a desired attitude in the listener but foretell and warn of 

the events to come, positing Ariel as a Sybil. However, her songs are dysfunctional 

since their messages cannot reach the only listener/audience of Ariel, i.e., Sycorax, 

who cannot extract them. Sycorax further welds the two namesakes together by 

musing upon Ariel’s “muteness in response or explanation,” which, for her, does not 

“betoken any dullness of mind; she was as quick to absorb as openweave cotton” 

(p. 107). Like that of her counterpart in the play, Ariel’s body matches her mind in 

pace: 

 
 
Then, all of a sudden, she would run to her and throw her arms around her 
and hold on tight, head buried at her waist, hands gripping the cloth Sycorax 
wore wrapped around her. Her kisses were hard and dry. Then, as quickly, 
almost before Sycorax had time to stroke the child’s silky head and soothe her, 

                                                
36 Luce Irigaray, 1995, op. cit., p. 110, my emphasis. 
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Ariel would dart away and fling more lines at the older woman, again in her 
child’s croak: (p. 107)37 
 

Besides her spiritlike velocity, the passage also reveals Ariel’s struggle to have an 

encounter with her surrogate mother, or her wish to return to the womb, for she 

“throws her arms around her and holds on tight” with her “head buried at her waist.” 

This scene parallels Miranda’s endeavours to have a split encounter with both her 

biological and surrogate mother. Indeed, Sycorax and Ariel have formed a female 

bonding that includes working together in close intimacy with each other and nature 

based on bodily rhythm, as well as raising a menagerie of creatures: 

 
 
they lived intensely side by side in intimacy, and they moved to each other’s 
rhythm. They put down their feet firmly, heels first, hitting a fast easy stride and 
rarely stumbling, though they did not seem to look down at the ground they 
covered; both of them understood the terrain, the conch-strewn beach, the root-
tangled forest floor without need for a close watch. (p. 113) 
 

For Thomas Bonnici, 

 
 
[s]uch a discourse of mutual help keeps close the tiny community within the 
semiotic discourse. The relationship between Ariel and Sycorax, surrounded 
by animals and tropical flowers, the ecological living together, the medicinal use 
of plants without any harm to nature and the discovery of the female body 
evidence the existence of the Garden of Eden still uninformed by patriarchy.38 
 

The most explicit kinship with Ariel in The Tempest is established when 

Ariel, lying in the water, “breathing in and out, and drinking in the sky, where clouds 

spooled lazily,” says, “‘[i]t makes me feel I have no edges any longer. I join the air, 

the sky, the water, the heat. And then there are no more joins’” (p. 127), reiterating 

the play’s airy spirit. Ariel has thus inherited the spirit’s Dionysian principle of 

metamorphosis and has metaphorically transfigured into the hermaphroditic ‘rebis’, 

i.e., dual matter, of alchemy, which points to her identity as what Irigaray calls 

“interdit,” i.e., in-between signs, as elaborated on in Chapter 2 with respect to Ariel 

                                                
37 My emphasis. 
38 Thomas Bonnici, op. cit., p. 5, my emphasis. 
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in The Tempest. As the rebis is portrayed with wings, a parallelism could be 

established between this and Ariel’s depiction as a grotesque bird: 

 
 
By the age of twelve Ariel had already grown taller than her foster mother; she 
was more strongly built too, with a back as supple as a tamarisk wand, and lithe 
limbs, rounded and muscled… She was russet in complexion, like the shell of a 
pecan, and her black hair hung straight, with the short fringe that emphasised 
the stern chevrons of her eyebrows; sometimes Sycorax braided it so that it 
wound round her head like a garland. She wore an ornament in it made of 
oystershell whittled to look like a bird in flight, with a piece of black stone for an 
eye and feathers stuck in it. The bridge of her nose was slender, and her 
nostrils were winged as though she were always filling her lungs to their depths. 
She was rounder in figure than Sycorax had ever been, even at her ripest. But 
Ariel carried her weight so easily that she could steal up on a small animal at 
feed in the forest more quietly than the sound of the animal’s own jaws working, 
and catch it in her hands. Sycorax had always been far too impatient to hunt, 
but Ariel could persist in pursuit of the shyest creatures and bring them down 
with a pellet from her sling… (pp. 112-13) 
 

With her V-shaped eyebrows, the bird-like ornament she wears in her hair and 

“winged” nostrils, in addition to her “supple” back and “lithe limbs” that provide her 

with agility, and in her “persistence” whilst hunting, Ariel resembles a giant bird, 

which calcifies her position as metaphorically being in exile, considering the 

correspondence Cixous establishes between flying and stealing, as elaborated on in 

Chapter 3. Accordingly, she also has “sharper eyes and sharper ears” (p. 128) than 

Sycorax. That the braid which Sycorax winds around her head looks like a “garland” 

emblematises Ariel’s position as Sycorax’s heiress in terms of authorship since it is 

suggestive of the poet laureate, very much paralleling the relationship between 

Miranda and Serafine in this respect, as explored under the title “Serafine I” in 

Chapter 3. One should also remark that the above passage lays stress on Ariel’s 

difference from her foster mother in terms of physical appearance based on ethnic 

difference: Ariel is russet in complexion, i.e., reddish brown, and much taller than 

Sycorax. However, unlike Dulé, who argues that “the difference was marked on him” 

(p. 116), Ariel refuses to discuss her difference from the Caribs insofar as it 

concerns “her Arawak bearing and colouring, her height” (p. 115). In fact, supposing 

she is Ariel’s prime educator, Sycorax hides the truth about her past from Ariel, who 

“had been allowed to think her parents had both died in an accident, and the subject 

had not come up again” (p. 115), which further connects her to Prospero as 

Miranda’s mentor, and thus Ariel to Miranda. However, like Miranda, Ariel is attuned 
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to her surroundings: “Ariel sensed... that her mother was avoiding telling her some 

truth, in the same way as she could not be bothered to face the full character and 

power of her skills” (pp. 126-27). Meanwhile, Ariel criticises Sycorax on the grounds 

that she looks like controlling what happens even though she does not, which 

Sycorax answers: 

 
 
‘We’re tumbling in the churn, round and round, over and under one another, 
forever in between one moment and the next. The gods are in with us, too – 
there’s no wall between their space and ours – it’s only a question of stepping 
through, as I can do, sometimes.’ (p. 126) 
 

At this point, the reader is left in a strategic ambiguity as to whether Sycorax’s 

powers are real or a fantasy, or whether it is Sycorax who cannot face the existence 

of her powers. 

Now that Ariel is about twelve years old, that is, she is at a liminal age when 

she “was leaving childhood behind her,” Sycorax “began to teach her more than the 

arts of making indigo. She had done none of this for her own children” (p. 107). Like 

Prospero, she endeavours to educate her on the relationship between men and 

women, starting from the ways in which she should talk to men, which serves to 

emphasise the regulating power of language: 

 
 
they spoke with the same intonation, in familiar counterpoint, and they added 
words to the language they used together, which was reserved, according to the 
customs of Sycorax’s people, for women when they were alone. There were no 
solemn forms of address as between men together, or between men and 
women in mixed company, no equivalents of ‘Your Excellency’ or ‘Your Honour’ 
in this form of communication: together, they relied on the simple ‘you’, 
whereas, Sycorax warned the girl, when men and women spoke to one another, 
they were required to control the danger of their exchanges with honorifics and 
periphrases that might keep the distance between them: a solecism in mixed 
company, the mistaken use of the colloquial ‘thou’ could so provoke the person 
Ariel was speaking to that a quarrel might break out between the respective 
clans. A feud could last years over such a lapse in public. (pp. 113-14)39 
 

                                                
39 My emphasis. 
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Sycorax is ambivalent in her attitude towards having to part with Ariel one 

day: whilst she tells Ariel how much she will enjoy being with her peers, with “normal 

young women with normal desires” (p. 114), she feels the hurt of their parting and 

praises her for her aptitude at handling animals and plants. In the fashion of 

Prospero, Sycorax wonders how much she remembers in her dreams since she 

always defers the time at which to reveal Ariel her past story. In The Tempest, 

Prospero is adept in his ‘divide-and-rule’ policy, that is, in his orchestration in which 

he separates the figures from each other so that he can become the sole arbiter of 

truth. In Indigo, however, Dulé, cast as Caliban, and Ariel, cast as both Ariel and 

Miranda, do talk to each other and erode Sycorax’s position as the source, which is 

literally expressed in the following quotation: 

 
 
So she [Sycorax] deceived herself, not realising that Dulé had always told his 
sister the circumstances of her infancy. Sycorax could not imagine he would be 
so bold or so casual as to usurp her place as the source of knowledge and the 
shaper of the order by which they lived. (p. 118) 
 

Nor could Sycorax imagine that Dulé, who now lived apart from them on Oualie, 

would dare to urge Ariel to go to Oualie with him on one of his visits, which must be 

contextualised in full since its significance proves manifold: 

 
 
he’d taken Ariel aside and spoken to her more fiercely, one hand round her 
upper arm, his eyes close to hers, ‘You will be beautiful, Ariel. And you know. 
You’re no more my sister than she’s my mother.’ He laughed. ‘How about it, 
little sister? Come with me, now. What do you think?’ 
Her eyes clouded, and she tugged at him, as he pulled her round and watched 
her face, the tiny muscles flinching round her mouth as he stared; then he 
pushed her away and said, ‘You should stop her holding you prisoner, in her 
tree, up there with her on guard over you. You should be out in the world, with 
the women and the women-to-be. Learning another way of life.’ (p. 116) 
 

This conversation presents a softened version of the missing raping scene in The 

Tempest, and Dulé emerges as a Caliban-figure who cannot restore to Ariel, the 

colonised woman, her human reality, in Fanon’s terms, but see her as an object of 

desire. In the above conversation, both Ariel and Sycorax’s correspondence to The 

Tempest-figures gets complicated when Dulé warns her off being held as a prisoner 
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“in her tree,” thus positing her as the airy spirit who was held captive in the cloven-

pine for twelve years – Ariel is significantly twelve years old – and when he advises 

her to be “out in the world” with her peers to “learn another way of life,” thus 

correlating Ariel to Miranda and Sycorax to Prospero. A closer inspection of the 

scene reveals that, significantly enough, Dulé’s question: “[w]hat do you think?” 

remains unanswered by Ariel. Terrorised and sexualised by him, Ariel is 

‘speech’less all through the conversation, and alternatively, uses her body to 

communicate with him: “her eyes clouded,” “tugged at him,” “bit down on his hand,” 

“bit harder,” “hit his chest, then his stomach,” “looking at him scared,” is “full-lipped 

in mockery of him,” and lastly, “shrugged” (pp. 116-17). More significantly yet, her 

consciousness also remains silent until the end of the scene, for the narrator only 

presents the movements of her body to relate to the implied reader her ‘attitude’ to 

Dulé’s offer. Significantly enough, the only instance when the implied reader is 

allowed to enter Ariel’s consciousness is to reveal that Dulé is using the “language 

of women,” which is due to the fact that he is a feminised figure since he cannot 

construct his own identity in the tribe but is “in exile”: 

 
 
Now Ariel was looking at him scared; he was using the language of women to 
her, the language of food and animals and colours; words that were forbidden to 
young men, she knew. (p. 117) 
 

Dulé’s promises to Ariel that follow next further calcifies the position he shares with 

Caliban: 

 
 
‘I can show you the fountainhead of the springs near the hot mouth of the 
crater, and the nests of the heron in the freshwater lagoons that lie between the 
sea and the hills… I’ll catch you octopus. I’ll show you where the seahorses 
spawn! (pp. 116-17) 
 

In fact, feeling his difference “inside, outside” (p. 117), Dulé demands of Ariel to 

assert her difference thus her identity, too: “[w]e are both odd ones out, but we could 

make a pattern all the same... Not like-to-like, but two odd numbers fitting together, 

Ariel!” (p. 117), additionally promising her that even Sycorax will fail to save her 

once she goes with Dulé to Oualie to become one of the village wives. Dulé’s 
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entreaty remains futile; however, it makes Ariel realise how much she longs for an 

ordinary life and how Sycorax falls short of “understanding the different yearnings 

she intimated inside her” (p. 118). It is no coincidence, then, that at around the same 

time as this visit by Dulé, Ariel informs her mother that she is leaving the compound 

to live in the enclave she has built herself. It could be claimed that Ariel’s refusal of 

containment within Sycorax’s house is a metaphor for her refusal of containment 

within another’s text: she is thus rejecting Sycorax’s script to produce one of her 

own. In return, Sycorax is surprised since Ariel has always been compliant and 

never rebelled against the task assigned to her, similarly with her namesake in The 

Tempest, and Sycorax, on the other hand, “by temperament liked to be in control 

and then complain that everything fell to her charge. It was one of her failings, she 

knew” (pp. 118-19). On the surface, Sycorax feigns pride of Ariel’s “newfound 

autonomy, though it hurt her that the young woman seemed to impugn her caring for 

her as constraint and the time that they had lived so closely as a period of captivity” 

(p. 120), though she later acknowledges and regrets it: “Oh, my daughter, if I had 

not wanted more and more from her, if I had not pushed my blade into her. Oh, to 

have loved her without longing to own her, to rule her, to keep her cloven to my will” 

(p. 374),40 alluding to the cloven-pine in The Tempest, using phallic language that 

evokes rape: “pushed my blade into her.” Significantly enough, it is now Sycorax 

who eludes words apparently because of her loss: a “first feeling of loss stabbed 

her; she found she could not speak” (p. 119), still cherishing, however, the hope that 

the present tension between them will pass and Ariel will return. 

Ariel is fourteen years old in 1618, and considering that she is at a liminal 

age like The Tempest’s Miranda, fourteen years old, that is, it is apt that Sycorax 

decides to educate Ariel on sex. Significant too is the spatial reference: they are in 

the sulphurous waters at the hot springs, which “rose from a crack in the crust of 

lava from the last eruption of the volcano” (p. 124). The springs, most importantly, 

contain clay, magnesium and sulphur. As such, the waters have a transforming 

power: 

 
 
An object lost in the springs became quickly coated with a sandy gritty skin, 
while within, the waters transformed its substance, vitrifying it through and 
through until you could scrape off the outer crust and find inside the original 

                                                
40 My emphasis. 
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form of the lost object, perfectly cast and glazed with pearl, so light and flaky it 
would break at the touch. (p. 124) 
 

The theme of metamorphosis and transformation is closely related to alchemy, and 

transformation into a pearl symbolises creative femininity, perfection and spiritual 

rebirth or immortality, as explored in Chapter 2. The hot springs with “milky surface” 

(p. 124) are, then, feminine spaces, which well explains why “[t]he baths were the 

most sociable place Sycorax conducted her surgery, her combined business of 

curing and augury and advice” (p. 124), and why her heiress Ariel feels tranquil “in 

their embrace” (p. 128), and, as aforementioned, she feels: “I have no edges any 

longer. I join the air, the sky, the water, the heat” (p. 127). Chantal Zabus deftly 

elaborates on the connection between the sulphurous hot springs and women: 

 
 
Incidentally, the sulphurous waters in which Ariel and Sycorax bathe suggest a 
contrario the hellish “sulphurous pit” in King Lear, which is “burning” between a 
woman’s legs and brings about “stench” and “consumption.” Moreover, in 
Renaissance alchemy, sulfur and mercury were dissolved into a bath likened to 
the mother’s womb but were also considered the stuff that both androgynous 
beings and mermaids were made of. That both Ariel and Sycorax are free-
floating on the milky watery surface playfully confirms their status as witches, 
since witchcraft was tested through the ordeal by water. In Warner, the 
“sulphurous pit,” the dark site of women’s lewdness, becomes a beneficent, 
healing pool where women trade their secrets.41 
 

Ariel is thus re-born as a “witch” in the bath, i.e., “the mother’s womb.” In this scene, 

Sycorax lacks her usual prudence and tells Ariel having sex will give her the same 

pleasure that the pool gives her, at which she is enraged: “But how am I to learn? 

Where? How? Who with?” (p. 128) Ariel leaves angrily, and Sycorax decides to cast 

a spell on Ariel: 

 
 
She lowered herself into the pool again and closed her eyes. She began to 
dream a man for Ariel. But she had trouble deciphering his shape and 
features in the confusion behind her eyes. There was a disturbance in her; 
and she came to realise what just as she was regretting how numbed she had 
become, she was facing a new pain. (p. 128)42 
 

                                                
41 Chantal Zabus, 2002, op. cit., pp. 151-52. 
42 My emphasis. 
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This is the first of the two curses of Sycorax on Ariel, which realise themselves. The 

man Sycorax sees in the pool is, as it transpires, Sir Christopher Everard, and it is 

once again the arrival of the colonialists that “disturbs” her relationship with nature, 

so that she cannot once again “decipher” what the pool shows her, in the same way 

as she could not “decipher” the signs of the sea or the “lines” in Ariel’s songs. 

Sycorax heads for her compound after Ariel leaves, and noticing the damage 

that has been given to the surroundings, she climbs up her tree only to encounter 

the “newcomers,” who, afraid of her, set her cabin on top of the tree to light, letting 

Sycorax get stuck there and burn. Upon seeing the dense white smoke rising from a 

distance, Ariel runs to the compound only to see her mother burning: 

 
 
Ariel stood up with her hands still over her ears and saw Sycorax holding on to 
a branch of the saman tree with one hand and pointing down at her assailants 
with the other, her mouth a jagged hole and her eyes dark slits. The fire leapt 
around her, her edges went black in the firelight. Like a bat she flapped blackly 
in the burning tree. (p. 131) 
 

The very first encounter of Sycorax with the settlers further highlights the analogy 

between the island and her body: the very same sense of loss that the roundness of 

Dulé’s eyes connotes is now manifest in Sycorax’s mouth that has turned into “a 

jagged hole” and her eyes into “dark slits,” and the fact that her “edges” go black, 

leaving her ‘frameless’ like the island whose “edges” or “borders” are treated as 

invisible and is penetrated. Colonialism, then, shapes human identities as it 

reshapes territories. The burning of the cabin and Sycorax is a powerful metaphor, 

which is worth contextualising in full. This very first encounter seems to ‘rewrite’ two 

patterns, one historical, one literary. In its first instance, it is a significant reversal of 

the more usual estate-burning pattern in history in which colonised subjects burnt 

down the estates of the colonisers. As Moira Ferguson puts it, “[b]urnt estates 

became familiar signifiers of historical resistance and revenge, of a celebratory, 

post-emancipation landscape”43 in the Caribbean. In its second instance, this theme 

is taken up in Wide Sargasso Sea, itself a rewriting, in which the Great House of 

                                                
43 Moira Ferguson, op. cit., p. 98. 
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the planter burns down by black rioters44 and Antoinette “the mad woman” 

imprisoned in the attic of Thornfield Hall burns down the estate, which amounts to, 

for Ferguson, her refusal of 

 
 
the role of Sir Thomas Bertram’s mute slaves. She will not be complicitous any 
longer in the “dead silence” of colonialism. In that sense Antoinette torches the 
Mansfield Park estate and symbolically avenges the colonized against the 
plantocratic class – both pre- and post-emancipation.45 
 

Handling the cabin as an attic with Sycorax as the mad woman in it would lead to 

construe this reversal as a ‘rewriting’ of a literary instance in which the mad woman 

in the attic burns down the estate, an analogue to the harsh conditions of existence. 

The reason for this reversal could be to exhibit the process leading up to the later 

burning downs – both historical and literary – if not to justify them, since the burning 

of Sycorax’s cabin and her also becomes metonymic for the violence of future 

encounters between the colonisers and the islanders. Sycorax’s incarceration in the 

attic also recapitulates the lives of slaves locked up in cellars and barns and 

subjected to systematic abuse. Given her fame as a sorceress, her incineration 

could also be an allusion to the burning of witches in history. 

Psychoanalysis teaches us that the mind of a shocked person experiences 

the breaching of a place as analogous with that of a body boundary. At this juncture, 

Juliet Mitchell’s definition of trauma would be helpful to better analyse what these 

women experience. Mitchell proposes that since the same event will not necessarily 

be traumatic for all who experience it, trauma should be defined from the 

perspective of the person who experiences it. Therefore, she defines trauma as an 

“incident that breaches the protective shield and opens up the traumatic 

response,”46 that is, trauma should be specified not as the content but as the action 

of breaching. Which comes to mean that, as Sycorax’s “edges” are penetrated, this 
                                                
44 Peter Hulme states, following Rhys herself and other commentators on the novel, this is 
an event based upon an incident from Jean Rhys’ family history: the burning down of her 
grandfather’s estate in the years after Emancipation. For a discussion on the significance of 
this incident, see “The locked heart: the creole family romance of Wide sargasso sea,” 
Colonial discourse/postcolonial theory, Ed. by Francis Barker, Peter Hulme and Margaret 
Iversen, Manchester University Press, 1994, pp. 72-88. 
45 Moira Ferguson, op. cit., p. 113. 
46 Juliet Mitchell, Mad Men and Medusas: Reclaiming Hysteria, New York, Basic Books, 
2000, p. 315. 
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incident constitutes a trauma for her. Similarly, the disintegration of the surrounding 

environment repeats itself in the consciousness of Ariel as a colonised woman: 

 
 
Ariel was standing and her edges too fell away from her, but not as they 
had in the transcendence of water and sky in the hot pools; no, as she stood 
now and saw what was happening to Sycorax her mother, one being that was 
Ariel was consumed and dissolved in the fire with her, while the other few 
upwards to survey the scene in cold helplessness. The revolving of the 
world came to an end, space and time collapsed into a point and the point was 
there, where the tatters of Sycorax’s pagne adhered to her flesh and burned 
her. Ariel watching longed to lose consciousness too, to cease to be aware and 
become instead obliterated utterly, so that she could stop seeing what was 
unfolding before her eyes. (pp. 131-32)47 
 

In the above paragraph, which is significantly narrated from Ariel’s point of view, it is 

apparent that their experience of time, which Dulé likens to Sycorax’s “vat” or 

“churn,” is shattered due to this traumatic loss: “the revolving of the world came to 

an end, space and time collapsed into a point.” This “point” being the first encounter 

that proved to be catastrophic, it could be claimed that this physical trauma is 

experienced as a psychic trauma by Ariel, precipitating her psychical disintegration: 

her “edges” fall apart and now there are two Ariels, one of whom is “consumed” and 

“dissolved” in the fire with her mother, whilst the other experiences a “cold 

helplessness,” which will prove to be chronic. Ariel “came together again at the 

shot’s touch of ice, her borders all defined in tension, her limbs and frame her own, 

but breached” (p. 132).48 This breaching of her protective shield, i.e., trauma, 

causes in Ariel the first hysterical symptom, resulting from a conflict between her 

Oedipal excitement of getting rid of her mother as a rival for her and losing her.49 

At stake is also Sycorax’s author/ity: she is rendered impotent by her 

compound going up in flames around her, so that it becomes a test whether she can 

‘write’ in these conditions. As it will be further argued in the next part entitled 

                                                
47 My emphasis. 
48 My emphasis. 
49 In Mad Men and Medusas, Juliet Mitchell gives one of her patients, a Mrs C, as an 
example for a hysterical woman, who collapses over the death-bed of her father, saying later 
that she felt herself merging into the bed and becoming both the bed and the father. Mitchell 
explains this hysteria springing from a conflict between “the Oedipal excitement of having got 
rid of the father as a rival for her mother and of his becoming a missing ‘father’ who could not 
be seen. As a result of this conflict one of Mrs C’s symptoms was fainting fits, in which she 
became temporarily the dead father,” (op. cit., p. 311). 
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“Orange/Red,” her colour has also changed from blue to red by burning, which could 

be read as a move away from authorship considering that blue signified her 

impotence in this respect. Sycorax, who has already started to get confused and 

failed to decipher the signs once the intrusion of the “tallow men” commences, 

hands over her art to Ariel: 

 
 
‘You know my art,’ she said, quietly. 
‘No,’ Ariel cried aloud, ‘not enough. Not yet.’ 
‘You’ll learn as you go along. I did.’ 
… 
Her speech came in short rattling bursts, and then she cried out, and twisting, 
caught hold of Ariel’s ankle, nearly bringing her down. ‘You’ll have to stop 
fighting them, I’m sorry. If you want to heal – if you want me to live. Treat with 
them, Ariel. It’s the only way.’ (p. 133; 134) 
 

Sycorax and Ariel are now doubly oppressed figures due to their differences in race 

and gender, which literally manifests itself in the fact that they become sites of 

negotiations of power between the islanders and the settlers, being held hostages 

and shackled in the stockade, i.e., the bastion of white male privilege being the very 

centre of a violent fight to seize the island. The position those women plunge into 

renders them cognates to the island that is currently being exploited for economic 

gain, disintegrating their subjectivity. Therefore, now a doubly colonised subject, 

Sycorax is rendered impotent: she cannot use her art, and she also loses speech: 

“her speech came in short rattling bursts,” she “could not speak even if they had 

been able to understand her” (p. 132), and “Sycorax’s lips moved and something 

floated into the air and was gathered by Ariel” (p. 137). She is duly lying on the 

ground “bent in the position of an infant in the womb” (p. 136). 

The very first collation of the islanders and these first English settlers deftly 

delineates the regulatory processes of colonialism, i.e., the Eurocentric construction 

of ‘otherness’ as justification for exploitation and enslavement. The vocabulary of 

these five Englishmen, namely, Kit Everard the red man, his fellow pioneer James 

Lariot, Tom Ingledew, Bossy Phelps the bosun, Jack Elsey the cook, is explicitly 

replete with bias, evoking the wording of Prospero. This reveals how the seemingly 

impartial or objective knowledge generated by the colonialists in fact colluded with 
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and instrumental in the production of actual forms of colonial subjugation and 

administration. First off, they deny Sycorax her human reality: 

 
 
When they peeled off her incinerated clothing, they were surprised to find that 
she was a woman, and an old woman at that. 
‘She went up that tree like a monkey – I’d have sworn no woman could climb 
like that.’ (p. 132) 
 

They taunt Sycorax as “dark withered thing” and “foul hag” (p. 137), “old hag,” “as 

ugly as a lump of lead,” “savage,” and “deformed crone” (p. 141). Kit’s 

consciousness discloses the economies of the historical tender trade between the 

islanders and the colonialists from the latter’s vantage point: 

 
 
These women aren’t our enemies… they can help us. They may teach us the 
secrets of the isle – decipher its noises for us – guide us to its treasures… We 
come to bring peace, remember, not the sword.’ (p. 136) 
 

Kit acknowledges the significance of the “noises” of the isle, which host “secrets,” 

and is alive to the fact that if they are to control people and survive, they need to 

“decipher” them. This attests to his Anglo-Saxon heritage through which he thinks in 

commercial terms. Kit Everard quotes the Bible with his last sentence: “We come to 

bring peace, remember, not the sword”; albeit with a difference, for the original 

saying of Christ is: “I came not to send peace, but a sword,”50 entailing the 

separation between those who believe Him and those who do not, e.g., the Jewish 

people, historically speaking. This allusion with a reversal implies that it is a parody 

of the situation of these settlers, and by implication, the whole mentality of the 

colonialists, who assume the superior position as peacemakers, i.e., those 

introducing ‘order’, for those in ‘chaos’, much as this wish to represent “peace” 

readily cedes to “the sword.” 

During this first contact, what is also conspicuous is that none of the parties 

understands each other’s language, and it is the heterodiegetic narrator that is now 

acting as a translator, or interpreter, for the implied reader, thus placed in a liminal 

                                                
50 New Testament, St. Matthew, x.34. 



 282

position. There is, then, no question of the validity of English as a proper language 

for communication; it is merely one amongst others. To Ariel’s ears: 

 
 
They were gesticulating and shouting; the sounds were raw to her ears, 
incoherent, unlike the cries of animals, signifying however neither offence nor 
defence that she could understand, but merely noisy. (p. 130) 
 

The only word Kit Everard perceives while he “gazes” at Ariel is significantly the 

word “mother”: 

 
 
It was striking how similar the words for ‘Mother’ were in the languages he’d 
heard in the course of his travels: he thought he heard Ariel call the savage and 
deformed crone something that resembled babies’ first babbling, something like, 
‘Mamma’. (p. 141) 
 

Part II: “Indigo/Blue,” which spans eighteen years, starting from Dulé’s 

delivery to the arrival of Kit Everard and his fellow men, primarily concerns the first 

encounter between the islanders and the colonialists. Fashioning himself as the 

benevolent civiliser, Kit Everard becomes a Prospero-figure in his claims over the 

island and the inhabitants. The following passage that ends the part betrays his, in 

fact, two-faced anxiety towards his status in the eyes of the colonised subjects, to 

begin with: 

 
 
And so he was glad that the old hag seemed to be still stirring under Ariel’s 
hands, as he would not want to appear a murderer in the eyes of her daughter 
or her granddaughter. Rather, he had a mind to persuade her to consider him a 
well-intentioned friend who had been horribly mistaken for a brief, unfortunate 
episode; which together they might put behind them now. (p. 141) 
 

This musing of Kit as a pioneer among planters points to, by implication, the whole 

discursive field which brims with such “unfortunate episodes” swept under the carpet 

without any meaningful acknowledgement or reconciliation on part of the 

precipitators. The next part sets out to expose such an attempt at sweeping under in 

process. 
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4.2. “Orange/Red”: “The Isle is Full of [Female] 

Noises”51 

 
 
 

I do not like what I have seen of this honourable gentleman. 
Stiff. Hard as a board and stupid as a foot, in my opinion, 

except where his own interests are concerned.52 
 
 

How come we could belong anywhere unless death caught one among us 
and we buried him and knew he laid there?53 

 
 
 

Part III: “Orange/Red” aptly commences a year later: “Liamuiga, 1619 C.E.” 

(p. 145), to primarily depict the process whereby legitimising narratives are woven 

out of the otherwise “shameful episodes” experienced during and after the first 

encounter through the very orchestration of the part: it could be said to employ a 

spatial narrative trope, for it alternates between the narration of a series of events 

mainly from the vantage point of the islanders, which is intermittently interrupted by 

the narrator and Kit Everard’s consciousness, and the letters by Kit Everard to his 

family concerning the same events narrated from the islanders’ point of view. The 

narration of events represents the islanders’ personal experiences of the process of 

colonialism and domination. Kit Everard’s letters, which are later included in Anthony 

Everard’s memoirs entitled “How We Played: A Family Memoir” (p. 151), referring to 

the Flinders, which calcifies the game’s position as a trope for colonisation, consist 

of subjective experiences of him with the islanders; however, historically speaking, 

the kinds of concepts and representations employed in such memoirs along with 

other travel writings constituted part of European colonial discourse with their claim 

to verisimilitude. However, the reader is invited to sympathise with the islanders by 

virtue of being initiated into their three-dimensional story before the arrival of the 

settlers, who typically conceive of themselves as the initiators of the history of the 

island. Once it has elicited empathy for the islanders, the wide discrepancies 

between the two types of narrative, i.e., narration and letters, in terms of language 

                                                
51 The idea of adding “female” to the sentence draws upon the same title Chantal Zabus 
employs in Tempests After Shakespeare. 
52 Jean Rhys, Wide Sargasso Sea (1966), New York, W. W. Norton, 1982, pp. 114-15. 
53 Wiliiam Saroyan, “Madness in the Family,” my translation. 
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and conceptual structure, coupled with the latter’s deliberate omission of some of 

the aspects of the encounter, undermine the truth value of those otherwise 

seemingly impartial and objective historical texts by exhibiting the ways in which the 

knowledge generated in those texts colluded with and was instrumental in the 

production of actual forms of colonial subjugation. Simultaneously, they posit the 

oral narratives of the islanders as counter-histories. 

The reader is immediately initiated into the experience of empathising 

through the very embodiment of the retrospective musing of Sycorax, now dead for 

nearly four hundred years – it is then about the year 2018, still future, that is –, 

which posits her as a mature woman who has been able to face up to her 

responsibility as the “source” and “cause” of power: 

 
 
In the past, Sycorax had been afraid of her knowledge. Gradually, however, she 
had grown into her role as wisewoman and witch, and come to accept the 
powers others attributed to her, and agree that she might be the special source 
and cause. (p. 145) 
 

However, as elaborated on in the previous part, Sycorax’s author/ity weakens when 

she is burnt down by the settlers and falls from her cabin, where she used to reflect: 

“she was cut off from all understanding, and had no strength to kick against the 

darkness that had come down around her” (p. 145). Her encounter with the 

“darkness,” i.e., the colonialists, has, then, “cut off” her powers as a wisewoman and 

witch since she derived her power through her observations and experiments on the 

very nature in which she abode. She, however, takes the responsibility for her own 

failure in deciphering the premonitory warnings: “[n]ow, swept by red wave upon 

wave, she had to expiate her failure” (p. 147). Furthermore, significantly enough, 

Sycorax describes herself as transfiguring into the colour red by being burnt which 

further signifies her impotence. The juxtaposition of her former colour and that of the 

newcomers, leaning upon their white skin turning to red under the sun, which in turn 

led to the colour change in her, also explains the colour code in the present subtitle, 

“Orange/Red”: 
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The people who are seizing and occupying the present time cannot belong in 
my colour, they’re like the bits that leap out of a spinning bowl, too heavy, too 
separate and distinct to be blended in with the other substances; red-hot 
stones, flung out and setting on fire the place where they land… We do not 
exercise power over explosions and crackling and snapping of fire like the 
strangers, we fall back into the waves – as Dulé’s mother did, the young woman 
I dug up all those years ago, who had been drowned, who had returned to the 
deep blue. (p. 148) 
 

Also, the colour orange, close associate of red, is aptly associated with Kit Everard: 

he is both the “red man,” and a “deeper pink suffused his face, colouring the skin 

between the freckles of pale orange that the tropical sun had cast there” (pp. 166-

67). The words Sycorax employs in her reflection upon the settlers: “seizing,” 

“occupying,” “exercising power over explosions and crackling and snapping of fire” 

well express the damage the settlers, who are “as red as Sycorax’s open weals” (p. 

147), have given both to the island and the natives, initially communicating their 

colour to Sycorax, which thus has metaphorical implications. 

As regards Ariel, her experiences of the encounter with Kit Everard become, 

as George Lamming puts it, a “psychic experience” for her: 

 
 
In spite of her bone-weariness, all of a sudden she was facing him squarely, for 
she was the same height and if anything, more strongly built. He caught hold of 
her hand and pushed it between his legs and ground his mouth against hers. 
The dullness she had felt in her exhaustion became a kind of sickness now, as 
for the second time that day she once again flew from her own body and split in 
two. Two Ariels, one outside the other, each watching the other, curious, inert, 
from the other side of consciousness, in the country where the souls wander. 
(pp. 148-49) 
 

Ariel’s present “dullness” due to her “bone-weariness” proves to be chronic because 

of her traumatic experience, and this becomes a “sickness” that is symptomatic of 

her psychical disintegration into two consciousnesses. Her “dullness,” which is later 

interpreted as heartlessness by Kit, who muses: “she were made of obsidian 

through and through” (p. 186), correlates her to Xanthe Everard, who is, in turn, an 

extension of the princess in Serafine’s fairy tale through the Princess Alicia’s curse 

that intends to transform her into a “heartless statue.” Put another way, Xanthe 

Everard’s heartlessness, which is a kind of “sickness,” is, then, a legacy of 

colonialism. 
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Kit Everard, who feels an uneasy attraction for Ariel, is immersed in colonial 

and patriarchal narcissism whereby he is bent upon arrogating to himself the right 

over possessing Ariel in the same way as he confiscates the island, seizing upon 

the islanders’ religious orientation as the perfect excuse for usurping the lands: 

 
 
he could baptise the maiden, they could be saved together, they could marry, 
he would love her, his heathen maiden, no, his heathen hoyden, he liked the 
rhyming of that, heathen hoyden, he would cherish her beneath the fruit-laden 
tree. All would be healed. The Lord is my shepherd, I’ll not want. He maketh me 
down to lie. In pastures green, he leadeth me, by the Hesperides, by the 
Western Isles. (p. 150) 
 

Kit’s above rumination itself hosts a parody of such thinking if the reader does not 

fail to see the humour in it. First off, the change of mind from “heathen maiden” to 

“heathen hoyden,” which itself sounds humorous, parodies the arbitrary re-naming 

process of the colonisers, which, as Saleem Sinai says, as Saleem says, “is re-

inventing.”54 Second, the last lines that end his musing are borrowed from Psalm 23, 

however, with a difference: the more general phrase “the quiet waters by” in the 

Psalm has been replaced by its geographically-specific counterparts: “by the 

Hesperides” – the name of the sponsoring company that is given to the seas circling 

the islands – and “by the Western Isles” – the archipelago where the island is 

situated. This abrupt and unexpected replacement on part of the reader, who has 

thus far been made to think the borrowing is accurate, achieves a humorous effect, 

whilst at the same time showing the hypocrisy of Kit, who, construing himself a 

believer, on the one hand, exchanges the spiritually-meant “waters” to those that 

can be “mapped.” Within this context, then, the words “He maketh me down to lie” 

could be asserted to be a double entendre. Kit’s masturbations to the rhythm of 

religious incantations find their congruence in Ferdinand’s submerged fantasies of 

the rape of Miranda in The Tempest. However, Kit’s “honour” finally “melt[s] / … into 

lust” (Act IV, Scene i, lines 27-28) and breaks Ariel’s “virgin-knot” (Act IV, Scene i, 

line 15).55 

Kit and his fellow men are convinced of their superiority towards these 

natives that are “heathen” by Christian reckoning and thus must be “baptised,” which 
                                                
54 Salman Rushdie, 1995, op. cit., p. 66. 
55 Chantal Zabus, 2002, op. cit., pp. 152-53. 
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belief is based on the classical assumption that the natives are unaware of the 

notion of sin, and thus inferior to the Europeans and their religion. Kit further 

ruminates: 

 
 
She did not believe in sin, after all, and her people knew only sensual 
gratification, he knew, not the higher principle of love between man and woman. 
So he persuaded himself, for it made his own sin less grievous that he was not 
leading her into temptation too. For she and the other natives of these isles 
lived at a time before sin, it seemed to him, a happy time, but inferior in 
intelligence and humanity to the enlightened ideals of his kind. (p. 186) 
 

The next chapter consists of a letter by Kit Everard to his wife-to-be cousin, 

Rebecca Clovelly – the analogy between Clovelly and cloven is worth highlighting –, 

who is at the same time his sponsor the Lord Clovelly’s daughter. The letter partly 

reads: 

 
 
From HOW WE PLAYED: A FAMILY MEMOIR by Sir ‘Ant’ Everard 
 
KIT EVERARD TO REBECCA CLOVELLY 
Everhope Island, Eighteenth April, Year of Our Lord 1619 
 
Dear COUSIN, 
How should I begin to describe to you the many enchantments of the isle? It 
has been nigh on a full month since we first made a landfall on to the north 
shore: since we rode in the longboat on the crest of the shining surf and I set 
my foot withal on this fair land in the name of the King. How I have longed to 
have you in my arms to show you its marvellous bounty, its plentiful springs and 
well-watered pastures… My expectations have been met in full measure, as I 
think you may ascertain for yourself from our well-beloved Tom Ingledew who 
conveys to you this packet… (p. 151) 
 

The addressee, the location and the date preceding the body part of the letter 

embody three impositions with patriarchal and colonial implications, respectively: 1) 

the positing of “Rebecca Clovelly,” i.e., a woman, as the object of this particular 

‘communication’ whose subject, in this context, i.e., the first-person narrator, is Kit 

Everard, i.e., the patriarch and colonialist; 2) the renaming of Liamuiga, i.e., now a 

colonised island, as “Everhope Island,” which was already renamed as Saint 

Thomas by Columbus in the fifteenth century, historically speaking. The rationale, if 

it is a rationale, behind this arbitrary naming is revealed at the very end of the letter: 



 288

for “he liked the rhyming of it”: “Ever yours in hope, from the fair newfoundland of 

Everhope...” (p. 153), and 3) the ensuing imposition regarding time, for the year is 

set as 1619 by Christian reckoning. 

By discarding the heterodiegetic narrator, Kit Everard has now become the 

“I,” i.e., the only voice from whose ‘point of view’ the events thus far will be 

presented to “you,” the object of the communication, which is, in fact, both Rebecca 

and, on another level, the implied reader, who is the novel’s main target. The letter 

mentions none of the incidents the implied reader has thus far been supplied. 

However, the over-apparent lack of the heterodiegetic narrator notwithstanding, Kit 

Everard fails to assume authority by readily becoming the potent subject setting the 

parameters within which the implied reader is to ‘view’ the events. Insofar as it 

includes that of only one person, as in this letter, ‘point of view’ is necessarily “a 

limited one,” since “[a]ny subject confronting the world necessarily adopts a 

position from which he perceives what will constitute his visual field, his 

experience.”56 In this respect, the reader’s familiarity with the story of the island from 

a plurality of vantage points mediated by the narrator subverts Kit’s ensuing 

empiricist claim to factuality and historicity. Hence the letter’s status as merely one 

version of a myriad of experiences cloaked, though, in a claim to factuality. Kit’s 

narrative that opens with the remark, “I begin,” is, then, explicitly poised upon his 

subjective experiences. For Watt, relates McKeon, the letter has “a capacity to 

reproduce (with a difference) the apparently immediate, spontaneous, and ‘present-

tense’ mnemonics of orality.”57 As such, the letter expresses two types of desire of 

Kit Everard spontaneously following one another: one, as a man, e.g., “How I have 

longed to have you in my arms to show you its marvellous bounty, its plentiful 

springs and well-watered pastures,” second, as a colonialist, e.g., “My expectations 

have been met in full measure.” The remark that he has set foot on the land “in the 

name of the King” is also putative and in fact, reflects his desire since the reader has 

been told by the heterodiegetic narrator that Kit has not yet been granted 

acknowledgment for his adventure by the King, “nor reward for his service” (p. 177). 

                                                
56 Ann Banfield, “Unspeakable Sentences: Narration and Representation in the Language of 
Fiction,” Theory of the Novel: A Historical Approach, Ed. by Michael Mc Keon, Baltimore 
and London, Johns Hopkins University Press, 2000, pp. 515-36, p. 517, my emphasis. 
57 Michael McKeon, (Ed.) “Privacy, Domesticity, Women,” Theory of the Novel: A 
Historical Approach, Baltimore and London, The Johns Hopkins University Press, 2000, 
pp. 435-39, p. 436. 
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Kit Everard embellishes his narrative with what is to his ‘gaze’ the magical 

and lovely qualities of the isle, idealising it as a pre-lapsarian Eden, thereby also 

correlating his cousin Rebecca to the isle, thus colonising them both. To take salient 

examples, “the many enchantments of the isle,” “God himself has blessed this land 

with fruitfulness and beauty” (p. 151), “many productive and rich uses” (p. 151) – 

unconsciously paralleling the native meaning of Liamuiga as “fertile land” – at the 

same time presenting ‘original’ documentations as witness, e.g., “you may ascertain 

for yourself from our well-beloved Tom Ingledew who conveys to you this packet,” 

or, 

 
 
I attach some pages from my notebook to discover to you the ingenious flora of 
this fair isle… The first is a cotton bush: Figure a. describes the fruit in bud, like 
a green mitten. The Figure b. reveals the fruit in ripeness, when the floss inside 
is ready to be plucked, as soft as the lock of hair I keep with me always from 
your dear golden head. (p. 151) 
 

thereby blurring ‘fact’ and ‘fiction’ in his narrative, which further generates 

“incredulity” towards what claims to be a “grand narrative,” to return to Lyotard’s 

terminology, by exhibiting the subjectivity in generating empirical knowledge. 

Kit’s description of the natives and their language savours of scorn, thus 

giving him the higher position of authority, whilst relegating them to the position of 

the object: 

 
 
The natives are amenable for all their savage state, and impart their wisdom to 
us in exchange for fribbling items: a mere hairpin will set them to ecstasy of 
delight, for they are like to children and have no metals… they count many 
simple things great wonders: my fine paste shoe buckles… inspired much 
clicking of teeth and clucking of tongues till I thought I should have to part with 
them. But I restrained the impulse, for it is as well to eke out such tokens of our 
goodwill as we possess. (p. 152) 
 

From Kit’s point of view, the natives, whose language is a mere “clicking of teeth 

and clucking of tongues,” are akin to children, as primitives are in Freud’s writings, 

and to them even “fribbling items” are “signs taken for wonders,” as Bhabha terms it. 

Kit, on the other hand, is in search of higher economic gain, which he desires to 
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achieve by having “servants” to plant cotton, indigo and tobacco on the island, 

which, to him, is an uninhabited land: “there is no one here to give us hindrance in 

our enterprise” (p. 153). This exemplifies Stephen Greenblatt’s words: “the 

European dream… is of the grossly unequal gift exchange: I give you a glass bead 

and you give me a pearl worth half your tribe.”58 It transpires that one of the main 

reasons for writing this letter pertains to his “enterprise,” for he enlists his requests 

from Rebecca’s “good father” towards the end of his letter, e.g., “one or two 

masons,” “a box of Castile soap,” “a chest of candles,” “four hats,” “a small case of 

drinking glasses,” and “should the passage lie by the isle of Madeira, a pipe of that 

nectar” (p. 152). His final desire, with which Kit ends his letter, is Rebecca’s “hand,” 

so that “his happiness” is “completed”: 

 
 
it is my hope and one that you are privy to that you may soon be more to me 
than cousin. In this we will meet the desires of your good father, who has 
been gracious enough to give permission for my suit and endow his future son 
with the means withal to be worthy of your hand. 
Fly here to stand by my side, sweet lady, for we can further the walls of 
Christendom on this isle in goodly state. Then shall my happiness be 
complete. (p. 153)59 
 

The above extract manifestly overwrites the desire of Rebecca with his: “my hope,” 

“my suit,” “my happiness,” and her father’s: “the desires of your good father.” The 

totality of the letter, then, serves to facilitate hom(m)osexual bonds between men: it 

is written by a man, and in fact, addressed to a man, albeit indirectly, with the 

woman posited as the mere object of this ‘exchange’, like the feminine island 

exchanged between men. The allusive nature of Rebecca’s name, to Daphne du 

Maurier’s short novel Rebecca (1938), a rewriting of Jane Eyre, would explain 

Rebecca’s ‘absence’ like her counterpart in the novel: Bertha Mason the mad wife. 

Additionally, when on Christmas Day in 1620 Kit and Rebecca get married, it is only 

to make Rebecca’s father and Kit richer: 

 
 
Kit’s success would make Rebecca’s father rich, much richer than the family 
had ever been since the squandering of the fortune made in the service of the 

                                                
58 Stephen Greenblatt, Marvellous Possessions: The Wonder of the New World, 
Chicago, IL, University of Chicago Press, 1991, p. 110. 
59 My emphasis. 
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Earl of Warwick during the Hundred Years War. Kit was a lessee of the Lord 
Clovelly’s company, his daughter had brought him a dower of part shares in its 
wealth, as a reward for a feat of arms unrivalled in the territory. (pp. 207-08) 
 

The next chapter following the letter commences with the newly-designated 

name of the island: “The Belmont Stockade, Everhope, 1619 C.E” (p. 154), and 

continues to do so for the rest of the chapters. The Belmont Stockade is, as Kit 

explains in his letter to Rebecca, where they settle; however, it was formerly the hut 

Ariel had built for herself, and it is presently where Ariel and Sycorax are held 

captive: “We are settled on the southern shore, called Belmont for the amenity of the 

situation, within a stout stockade I am causing to be built” (p. 152). The beginning of 

the chapter delineates Dulé reflecting upon the ways in which the islanders and the 

strangers differ in terms of killing codes whilst watching Kit, who is now “asleep on 

the threshold” (p. 155) of Ariel’s hut, which turns out to be a threshold between life 

and death for Kit: 

 
 
It did not come to his mind to murder any of them; it was not his way, or the way 
he had been raised, to take life in cold blood, without a formal challenge or 
warning, without the necessary ritual preparation for combat and maybe death. 
If someone had suggested he should have killed them then, where they lay, and 
avert all the trouble that was to come, Dulé would have been astonished that 
such a cowardly procedure could be proposed, let alone seriously entertained… 
to despatch a victim in the dark, while he was sleeping, was not a method of 
attack or survival understood by Dulé or the people among whom he had grown 
up. (p. 155) 
 

Dulé thus mounts an open criticism of the strangers’ “ways” whereby they “take life 

in cold blood,” which is “a cowardly procedure.” The narrator, on the other hand, 

explicitly intrudes in his rumination: “[s]o much that was to come would have not 

happened on Liamuiga and Oualie, or would have happened later, perhaps not to 

him, and with a difference, if Dulé had followed another code” (p. 155),60 

apparently wishing that they had followed another “code” and behaved violently to 

ward off what was to come. 

The ensuing episode portrays Ariel, Dulé and Sycorax together for the last 

time, for they are separated because of colonialist intervention, in the same way as 

                                                
60 My emphasis. 
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Kit, Astrid and Miranda are so due to World War II. It further exhibits the 

consequences of the interventions of the colonialists upon their consciousnesses, 

turning them into a dysfunctional family, as with the Everards. Ariel, who has been 

‘split’ into two and has suggestively been talking very little but singing instead since 

their arrival, whispers “hoarsely” (p. 156), is “stammering” (p. 157) when she has to 

talk to her brother, and her voice is low and “feline” when she is later talking to the 

islanders, which “gave Kit a shiver” (p. 159). Ariel’s frequently stressed “mutism” (p. 

174) beginning from her childhood, when “the girl set her mouth” (p. 97), thus 

becomes a more explicit symbol for the silencing of the colonised peoples. Dulé is, 

like Ariel, “emptied of all feeling except a scarring, stabbing pity [and] grief” (p. 156). 

Sycorax is still lying on the ground in the shape of a fetus, and when she is offered 

water, “she sucked like an infant” (p. 156). 

Meanwhile, Sycorax’s proximity to the figure of the “mad woman in the attic” 

is calcified through the fact that she “sometimes laughed, uproariously” (p. 158) in 

her sleep, triggering fear in Kit, who wishes and even prays for the death of “the 

cackling witch” and “the powerful enchantress” (p. 158), as he puts it. As with 

Prospero, who has a nagging memory of Sycorax, Kit ruminates over her: “Sycorax 

was lodged in his conscience and she lamed him, like a stone in a horse’s hoof” (p. 

158). At this point, the novel seems to give the reasons for the fear she exudes in 

Prospero as well as for her rage and her hooped shape mentioned in the play: 

 
 
It seemed miraculous to Kit that the old woman did not die; that she could haul 
herself back to life by miracles of her own devising, or by the medicine Ariel 
applied. On the whole the Englishmen he commanded feared her: because 
death lay on her, and because she repelled it too. Both her mortality and 
immortality scared them until they kept their distance, and invented stories 
about her powers that made them shiver in their bones. (p. 164) 
 

Sycorax’s resilience appears to them as a “miracle” that she “devises,” and this is 

what intensifies their fears, culminating in the “invention” of “stories” about her 

“powers.” For instance, they spread the news that “[s]carred by fire, she now played 

with the element, burning circles of flame round creatures she had demanded Ariel 

procure for her” (p. 174). Two of the other qualities attributed to Sycorax in the play 

are her alleged ugliness and hooped shape – reminding us of the speculum, as 

explored in Chapter 2 –, which are thus accounted for in the novel: 
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Her burns had left pale patches on her body, like distemper on windfallen fruit, 
and her pelvis mended in a twisted shape, leaving one leg four inches shorter 
than the other, and shooting pains through her back and shoulders when she 
moved. Her back knitted, but doubled over, for after the first weeks when she 
was laid on the ground from feat of hurting her raw flesh, she had preferred to 
lie in a hammock, where she had lain curved for weeks on end. She had not 
thought to have Ariel set her whole spine on a splint, so when, after three 
months, Sycorax raised herself… she was bent like a hoop… (p. 164) 
 

Thus enlisting the reasons for her reputation both in the play and the novel as “the 

hooped Sycorax” (p. 169), who is also allegedly old and ugly, the novel now puts the 

blame for her rage on the planters, too: “Sycorax was filled with rage at her 

condition” (p. 164), both stifling Ariel with her “fury of pain” (p. 169) and regretting it: 

 
 
‘I might as well die. You’d rather I died, I know… ‘I’ve made your life a misery.’ 
‘No, Mother. They have. Now shush.’ (p. 165)61 
 

The novel seems to silently argue that they violate Sycorax’s boundaries, so she 

vents understandable anger on Ariel. Another characteristic of Sycorax in the play 

is her supposedly blue eyes, which has been a bone of contention as explained in 

Chapter 2. Twice in the novel, this is revealed to be a mistaken assumption, e.g., 

“she fixed Ariel with her eyes, where albumen seemed to have congealed and 

dimmed to a blind blue” (p. 169), which exemplifies, once again, the ways in which 

the stories about natives that gain the currency of truth are, in fact, subjective. 

In The Tempest, Sycorax is not killed by the natives most probably because 

she is pregnant. Here, however, Kit spares Sycorax’s life only because he is 

commercially minded and is exhilarated by the thought of having captured Ariel and 

Sycorax, which, to his mind, amounts to “usurping the mana of the great tree,” which 

has religious connotations:  

 
 
he sensed he was usurping the mana of the great tree, and it invigorated him… 
He had also quickly grasped that the islanders would do nothing to endanger 
the safety of Sycorax. The waxed calabashes of oils and spices, the pouches of 
prepared tobacco, the bricks of indigo and necklaces of shells and seeds they 
offered Kit and his party betrayed how important a stake he had unwittingly 

                                                
61 My emphasis. 
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obtained; it had been a remarkable experience, he had to admit, receiving the 
embassy. (p. 158) 
 

The above paragraph authenticates Kit’s appraisals of his “precious captives” (p. 

158) or “female prizes” (p. 159) by laying bare the great significance the islanders 

attribute to especially Sycorax, which is why they insistently endeavour to save 

Sycorax as well as Ariel. Within the precincts of a novel replete with allusions to The 

Tempest, it could be proposed that the ritual/magical circle of Medea, which is 

drawn by Prospero to charm the members of the court party and by Sycorax in the 

novel so that it precipitates her dream-like state that night she goes to the shore, is 

literalised in the novel, losing its charm in the face of the harsh realities of colonial 

dynamics and becomes a symbol of a more earthly type of ritual: the negotiation 

between the islanders and the settlers during the scene when they meet under the 

huge saman tree, where Sycorax lived in her tree house: 

 
 
The chief [Tiguary] allotted Sycorax and Ariel three women to attend them, and 
then turned to face Kit, and traced between them with his staff three circles in 
the dust. He pointed to the sky and then to the clearing, to the path that had led 
to the cabin where Sycorax lay, and Kit understood that he had been granted 
permission to remain three cycles of the moon. He took his sword still sheathed 
in its scabbard, and in turn struck lines in the dust: adding four more full moons. 
In seven months, he could get the Hopewell back to Virginia, and thence to 
London, with a request for more men and supplies to plant his colony. In the 
meantime, he could raise a harvest of tobacco, indigo and cotton, to be ripe and 
ready on the Hopewell’s return to ship back home to the Lord Clovelly; a load of 
perhaps ten thousand pounds of goods to increase his fortune, reinforce his 
foothold. 
The chief rubbed out the seventh mark in the earth; at the look on his face, Kit 
did not press his demand… The chief disposed his attendants in a circle, and 
sat down on a hide spread for him. (pp. 159-60) 
 

What is validated in the representative paragraph above is Tiguary’s former 

statement to Sycorax in which he incisively says, “they have no idea of what it 

means to give your word, the shellfish people have double faces and double 

tongues and never keep their promises” (pp. 99-100). Whilst on the one hand, Kit, 

“rather a pragmatist” (p. 161), is devising his plan about settling there and founding 

a colony, the islanders celebrate their victory believing the settlers will return in six 

months. It is, in this sense, singularly ironic that Kit the “shellfish,” or selfish, man 

reflects: “Strange, how these savages celebrate calamity… And mortifying” (p. 160). 
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The celebration is precipitated by Dulé stalking his ladder and circling it, 

turning it with him as he paces accompanied by the drum and the flutes, and 

continues with his ‘trick’: 

 
 
Dulé took one step with his other foot and left the ground, then hand over hand 
into the air shinned up the free-standing ladder till he alighted at the tenth rung 
and hung there like a heron on a breakwater at home, it seemed to Kit, even as 
he asked himself in wonder, what unearthly magic’s here? What infernal arts? 
(p. 160) 
 

Through its circular shape, the drum symbolises the inseparable unity of the past, 

present and future, binding people. Hence its wide use in ceremonies. The above 

paragraph also delineates the ease whereby the Englishmen mistake whatever they 

cannot explain or understand for “unearthly magic” or “infernal arts.” It could be 

claimed that this reverses the idea that the natives childishly take signs for wonders: 

it is the Englishmen who are confused by a smallest sign. However, unlike the 

natives’, the Englishmen’s confusion, which immediately leads to fear, culminates in 

their urge to damage or destroy. 

Seeing Dulé’s ease on the ladder, Ariel, who has hitherto remained 

indifferent to her ethnic origin, ruminates: “Ariel, watching, wished that she too could 

defy the bonds that tied her to the earth, and her blood leapt with Dulé’s ascent” (p. 

160), for the first time, empathising with her foster brother. This shift in her attitude 

could be ascribed to the stark change in her circumstances: whereas before, she 

roamed an environment where she was allowed to ignore her difference in ethnicity 

and live in harmony with her surroundings, she is now placed in a situation where 

she cannot escape from choosing. Very much similar to Sycorax, for whom the 

encounter proved a test for her author/ity, the present dilemma Ariel faces due to 

her very difference that she used to conveniently ignore proves a test for her 

allegiance: whether she will show a Calibanistic model of complicity with the 

newcomers, showing them the “many enchantments of the isle,” or whether she will 

thoroughly resist them. Ariel, however, seems to opt for what Bhabha terms “the 

third space”: owing to the pivotal role she plays between the islanders and the 

planters, she acts as a female go-between, so “[b]elonging to both sides at once, 
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she belongs to no side fully [thus is] a figure of the third,”62 which also manifests 

itself in her ambivalence in terms of consciousness. Maria Tymoczko comments on 

the liminal status of the translator or interpreter as such: 

 
 
Particularly employed by progressive and engaged writers on translation theory 
and practice, translation has been characterized as a place or a space in 
between other spaces. The locution between has become one of the most 
popular means of figuring an elsewhere that a translator may speak from – an 
elsewhere that is somehow different from either the source culture or the 
receptor culture that the translator mediates between – as well as the culture 
the translator lives in – an elsewhere that is often seemingly not simply a 
metaphorical way of speaking about ideological positioning, but that ipso facto 
affords a translator a valorized ideological stance.63 
 

Ariel is the very first islander to communicate with the newcomers in English, which 

she picks up especially from Jack Elsey, a nineteen-year-old young man from 

Southwark, which calls for attention. A feminised figure mainly because of his age, 

Jack Elsey could be asserted to be a marginalised figure as suggested by his name: 

his first name is a generic one and his surname connotes that he is somebody else; 

his background: he is “one of the twelve offspring of a Thames waterman” (p. 161), 

and his job: he was the cook on the journey. Small wonder, then, that the 

relationship between Ariel and Jack proves to be a close one: in return for teaching 

her the language, he learns from her the flavours, the edible flowers and fruits of the 

island, and “[w]ith familiarity, he grew less afraid than his mates from the Hopewell” 

(p. 161). Equally unsurprisingly, this problematises Ariel’s English: she speaks the 

language “with the accent of the Thames river rat” (p. 161), as designated by Kit, 

who meets her accent with derision, “roar[ing] with laughter” (p. 161), and strives to 

“change her speech into proximate ladylikeness” (p. 161). Kit also repeats the 

typical pattern of teaching a non-native speaker swearwords by teaching her “tricks 

to amuse him, unfitting words on the lips of a young woman that thrilled him to hear” 

(p. 168). 

                                                
62 Tobias Döring, op. cit., p. 15. 
63 Maria Tymoczko, “Ideology and the Position of the Translator: In What Sense Is A 
Translator ‘In-Between’?” Apropos of Ideology / Translation Studies on Ideology-
Ideologies in Translation Studies, Ed. by Maria Calzada Perez, St. Jerome, Manchester, 
UK & Northampton MA, 2003, pp. 181-201, p. 185, original emphasis. 
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Metaphorically situated in-between the coloniser and the colonised through 

the language she learns, Ariel is the only person among the natives who can move 

across the river, a liminal space since it is a borderland, to mediate between the two 

sides. Therefore, Ariel and the Belmont stockade, where they are ‘marooned’, could 

be construed as cognates, for the stockade is a liminal space both physically and 

metaphorically since it marks the border between the ‘old’ and ‘new’ worlds: 

 
 
On the other side of the stockade, the pattern of the vegetation was 
changing, the earth burning up as the sun reached the ground unchecked, so 
many big trees had been cut down to erect the Belmont stockade. (p. 165)64 
 

Fittingly, Ariel now possesses an ambivalent position, and accordingly, both sides 

question where her allegiance lies. Sycorax mistrusts her on the grounds that Ariel 

would use the powers she taught her for the good of her enemies: 

 
 
‘You’ll betray me, I know. You’ll let me die. You will take my dyes, my remedies, 
my secrets away from me and use them for others. My skill! There’s no 
faithfulness in anyone, it’s a thing dead and useless, as I should be. We were 
noble, my people, we carried our heads high. But now? What now?’ (p. 165) 
 

Sycorax’s rage at Ariel intensifies as she engages in a series of sexual encounters 

with Kit, which proceed more like a ritual than a usual intercourse. Ariel’s willingness 

in these encounters problematises her choice in that it looks like an allegiance. Ariel 

tempts and bewitches Kit, thus becoming what Sycorax used to be in her youth: an 

attractive witch. However, something psychological seems to operate here, as the 

lengthy extract below exposes: 

 
 
Ariel tasted a certain triumph in his weakness; she found cruelty a reward, now 
that she was penned in, her customary lightness fettered, her speed reigned… 
she wanted punishment, hers and others’. She began to regard herself as she 
had not done before, and what she saw she no longer understood at all. Her 
confinement with Sycorax stretched back and back and she stood with it, a 
speck, a smudge. The man’s trembling want of her made her feel that speck 
grow into a force; she began to enjoy denying him, then permitting him again, 

                                                
64 My emphasis. 
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she used her strength to grip and pin him and squeeze him in parts that made 
him cry out, to gouge and scratch his pale, thin flesh, she fortified him with 
tisanes that make men what was called in her language ‘cross’, and gave him 
leaves to chew to stay his excitement so she could explore the crustacean 
pinkness of his flesh and turn her curiosity and its tinge of disgust to a form of 
power over him which gave her pleasure. She never liked the killing of them, 
though, whereas now she looked forward to the moment when she would finally 
take advantage of his surrender. (pp. 167-68) 
 

A psychoanalytical reading of this passage discloses that Ariel has, in Mitchell’s 

terms, a hysterical reaction to the first encounter, which apparently proved to be a 

trauma, i.e., the breaching of a person’s protective shield, coupled with the resulting 

conflict between Ariel’s Oedipal excitement of getting rid of her mother and her loss, 

as aforementioned. Since trauma is relational, these intercourses are narrated 

exclusively from the filter of Ariel, never that of Kit. Juliet Mitchell proposes that 

“[v]iolence, trauma, shock, break-in – they penetrate,” and in hysteria “this breaching 

is sexualized,”65 which is at the same time the only difference between melancholy 

and hysteria. Since “trauma and sexuality are analogous experiences,”66 the subject 

re-enacts this ‘primal scene’ through compulsive sexuality so that the ‘hole’ that has 

been opened up by what is experienced as a trauma can be filled. Against Freud, 

who proposed the notion that we come to the world with a death drive and a life 

drive which include a sexual drive, all of which operate as opposing forces, Mitchell 

claims that “what we see in hysteria’s rampant, seductive, destructive sexuality is a 

combining of the two in the sexualizing of death wishes, of violence.”67 Unlike Freud, 

who claims the hysteric loves where he hates, she argues that the hysteric 

sexualises where she hates, attaching her hate to the object in the interest of 

destroying it. Leaning upon Mitchell’s propositions about hysteria, it could be 

claimed that Ariel is in fact the subject of this “coupling” and Kit the “object” since 

she re-enacts his penetration of the island over and over again by engaging in this 

as a ritual by reversing the power balances and assuming the position of the 

powerful mainly through her physical strength: “she used her strength to grip and pin 

him and squeeze him in parts that made him cry out,” and the herbs she uses: “she 

fortified him with tisanes that make men what was called in her language ‘cross’, 

and gave him leaves to chew to stay his excitement.” She gets no sexual pleasure, 

                                                
65 Juliet Mitchell, op. cit., p. 141, original emphasis. 
66 Ibid., p. 137. 
67 Ibid., p. 135. 
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but, psychoanalytically speaking, she feels a mastery of the trauma by rejecting and 

accepting him whenever she wants to. She further assumes superiority by thinking 

she could have killed him in the same way as the islanders, or Caliban, could have 

killed them, but did not. 

Memory plays a significant part in hysteria since “the hysteric does not 

remember,”68 which is what Ariel endeavours to do: 

 
 
When they were together, she felt in charge; and the feeling made her forget all 
that had brought her to this. But as it faded when they stopped, she wanted to 
repeat the coupling again, and drown again in the sweet rush of forgetfulness, 
until the time when she would bring it all to an end, or so she promised herself 
she would, divide. (p. 168) 
 

Ariel similarly wants to forget “all that had brought her to this” and their 

“confinement,” which come to her in fading fragments, i.e., a “speck” or a “smudge,” 

through these sexual encounters, when these grow into a “force.” Through this re-

enactment of the ‘primal scene’ reversed, Ariel thus engages in narcissism to mend 

her broken ego. 

However, the relationship between Ariel and Kit gets more tangled as Ariel 

also tends Kit, again to Sycorax’s rage: 

 
 
She nursed his ailments too, and with a needle from a certain yucca picked out 
the chigoes from his feet, so as not to burst the sac in which the nits were 
hatching and release them into his flesh: the insects between his pink and white 
toes were just like a shrimp’s roe. (p. 168)69 
 

Meanwhile, the compact framework of the above paragraph reveals the presence of 

“roe,” i.e., sperm, and thorn-penises, e.g., “yucca,” i.e., a tropical plant with long stiff 

pointed leaves on a thick straight stem; and vagina dentatas, e.g., “chigoes,” i.e., a 

type of a parasitic flea that bites humans and “nits” on the island, which present a 

                                                
68 Ibid., p. 141. 
69 My emphasis. 



 300

challenge for the newcomers. This is mainly why they need a native’s assistance to 

survive. 

Ariel, who, for a second time, escapes from her mother to ‘collaborate’ with 

Kit, is thus stuck in-between two prongs of power: Sycorax and Kit. Her relationship 

gets yet more tangled when Ariel also teaches Kit and the English how to cultivate 

the indigo dye. In return, Ariel is now able to roam the island, is allowed to walk on 

the beach or swim round the headland and vanish since Kit is aware that she would 

not abandon her mother. Ariel’s seeming allegiance to the planters and her sexual 

relationship with Kit culminate in Sycorax’s cursing her for a second time, foreboding 

that a Caliban-figure will be brought forth: 

 
 
‘You are having the red man’s child… ‘I’ll abort it for you, I can do it still with 
herbs… What do you say?’ … 
‘He’s a different man, you know, when he’s alone with me. He…’ 
But the scorn of Sycorax stopped her there. 
‘You’re a fool, I thought differently of you, but you’re nothing but a fool, a 
lovesick fool, like every other idiot girl I’ve known… 
‘The child in your belly isn’t a human child. I’ve changed him – your son, I know 
it is a son. For it will be a whelp you carry, a small, red-furred beast with sharp 
teeth and sharper claws that will grow up a bear, a fox, who knows? Some kind 
of savage creature. Like its father, and he will mangle you. 
‘You’ve lost your wits, my girl. And that will be your punishment.’ (pp. 170-71) 
 

Ariel’s ambiguity is promoted through what passes from her consciousness as 

quoted in the passage below, which problematises her relationship with her mother, 

who is dying a slow death, and establishes her kinship with the princess in 

Serafine’s fairy tale, who longed for “a new world, a new life” and who “feels a hole 

she wants to fill up with something” (p. 8): 

 
 
Ariel hugged her knees and rocked on the ground beside her, singing to herself 
charms against the spells of Sycorax: her antidote to the old woman’s venom, 
her hopes for a different life far away from the ferocious spirit of her crooked 
mother. (p. 169) 
 

Another antidote Ariel can think of is to call her newborn baby “Roukoubé, which 

means Red Bear Cub: by accepting the curse Sycorax had laid on him, she meant 
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to deflect it” (p. 172). Anthony Everard’s marriage to the Creole Estelle Desjours is, 

then, a repetition of Kit’s union with Ariel, which correlates Roukoubé with Miranda’s 

father Kit. The baby looks to Sycorax like a “wild bear cub… before the full long 

shag has grown, with scanty red hairs on his head, pinkish creases in his flesh, at 

thigh and neck and elbow, the larval roundness, the white smell of milk” (p. 172). 

Sycorax succeeds with her curse since Kit also sees the baby as a “whelp”: 

 
 
for Kit too, Roukoubé was a mongrel whelp, the reminder of his weakness and 
Ariel’s strangeness. He prayed to build on his aversion and include Ariel herself 
in his disgust; it was not as difficult as before to force himself to keep his 
distance, because he was angry at the child’s existence, the visible emblem and 
consequence of their unlawful coupling, and he wanted to punish Ariel for not 
using her clever arts to prevent the baby coming. By the time Rebecca arrived, 
he would be free and pure again. (p. 172) 
 

Ironically, whilst it was Sycorax’s son Caliban that was described as “A freckled 

whelp, hag-born not honoured with / A human shape” (Act I, Scene ii, lines 283) in 

The Tempest, it is now Kit-Prospero’s son that is called “a mongrel whelp.” Kit does 

not own to the baby as a “visible emblem” and “consequence” of his sin and is 

waiting for Miranda-Rebecca to be “free” and “pure” and to make “a fresh start, 

without the muddles he had already made” (p. 179). Ariel’s “changed body, the milk 

that rounded her breasts and the infant’s leaky, necessitous presence filled Kit with 

a deeper fear of his transgressions” (p. 172). Differently from Kit and Sycorax, for 

Ariel the baby is “the creamy colour of a peanut kernel” (p. 172) and is meant to 

recover the breaching of her protective shield: the baby “seemed to form a shield 

between her and the falling ashes around them” (p. 175), which is apt considering 

that the baby’s name connotes inner strength. That Ariel does not have intercourse 

with Kit again could be ascribed to the fact that the “hole” in her is now filled with the 

baby and that her subjectivity is recovered by being a mother, holding a significant 

position in a society. 

Like the island upon which diverse meanings are conferred, the baby thus 

has an ambivalent status among Sycorax, Kit and Ariel. He is thus a feminised 

figure, compounded by the fact that “although the word for ‘bear’ is masculine in 

gender in most languages, the bear can also stand for feminine, earth-like qualities 
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(warm fur, brown like the earth itself, stockiness, care in rearing offspring.”70 The 

baby’s position as a feminised figure gains more significance considering the 

cultural implications of him in addition to his psychological significance for his 

mother. Highlighting the fact that “the best known figures of go-betweens who have 

entered the historical records are invariably women,”71 Tobias Döring quotes Marina 

Warner, who, in another context, ascribes greater importance to women as a figure 

of the hyphen: 

 
 
Women cannot be smoothly allocated their place in the same division of roles; 
the historical – and mythical – part they play in the inauguration of new 
histories, new societies, new families demands a fresh taxonomy. Women, 
through their bodies, become the hyphen between the forest/morne and the 
habitation/house/plantation, either by force or by choice.72 
 

For Döring, “[a] hyphen is a figure of connection and division; it marks a space that 

lies between and, at the same time, a bridge that leads across. A hyphen signals 

belonging as well as separation.”73 The fruit of the union between Kit, an 

Englishman, and Ariel, an African, the baby is significantly the very first Creole on 

the island. Becoming a “hyphen” between the “forest” and the “plantation,” Ariel thus 

marks the threshold of a “new history,” “new society” and a “new culture.” Put 

another way, by bridging wor(l)ds, the foundling child ultimately becomes the 

founding mother of a Creole culture. 

The arrival of the new baby that marks a threshold duly intensifies Ariel’s 

ambivalence in every sense. In a novel that promotes aurality or orality as opposed 

to phallocentric ‘specularisation,’ to use Irigaray’s term, Ariel’s liminality is, once 

again, expressed through “noises”: 

 
 
The baby was voluble: he snuffled and sighed and grunted and bawled. 
Noise had become Ariel’s lot: she, who had lifted her feet and put them down 
again so quietly on the slopes that birds did not stir at her passing, was used to 
hearing a single song in her head at any one time. Otherwise she had lived in 

                                                
70 “bear,” Hans Biedermann, op. cit., p. 33. 
71 Tobias Döring, op. cit., p. 23. 
72 Marina Warner, “Siren, Hyphen; or, The Maid Beguiled,” typescript, p. 5, quoted in Ibid., p. 
24. 
73 Ibid., p. 21. 
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privacy, which was a kind of speaking silence. But since her captivity, a babel 
seethed around her constantly, the cries and demands of Sycorax, the 
commands of the men on guard over her, the hammering and planing of the 
pales for the stockade and for the settlers’ other plans; the shouts of the men 
from the boat-building on the beach, the barking of orders to bondsmen 
brought from England on the ship that had returned, the yells of slaves whom 
they had loaded in Dahomey or Yoruba on the journey back, and roped and 
chained and put to work under the whip, and the bellowing laughter now and 
then of the overseer, a tall African who had been taken out of chains himself to 
hold the lash over his fellows. And now, the calling of her infant. (p. 173)74 
 

Ariel is stuck in the middle of a “babel,” i.e., an aural chaos, made by the baby, 

Sycorax, the settlers, the workers, the slaves, and the African overseer. Ariel’s 

contrasting “mutism” (p. 174) is aptly defined as a “speaking silence,” for it is a 

resistance mounted against her maroon state in her cabin. Along with fluidity, 

maternity and writing the body, silence opens another feminine space beyond the 

limitations posed by phallogocentric thinking: “Throughout their deafening dumb 

history, [women] have lived in dreams, embodied but still deadly silent, in silences, 

in voiceless rebellions.”75 Ariel continues her “tunes” but resists “words”: “she 

choked on speech,” “Kit’s language was bitter in her mouth,” “she had no longer 

words,” “she no longer owned a voice,” and the very same hollowness that inflicted 

Dulé and Sycorax is now communicated to her: she now has “a hollow drum” for her 

head (p. 173). Also, when Kit asks for forgiveness, her “mouth was dry and hollow, a 

socket, no longer a well, as if she had no tongue to kiss with” (p. 174), like the island 

that becomes more and more treeless thus empty. In Black Sun, where Kristeva 

examines melancholia, she writes: “I am trying to address an abyss of sorrow, a 

noncommunicable grief that… lays claim upon us to the extent of having us lose all 

interest in words, actions, and even life itself.”76 Which is to say, Ariel now suffers 

from melancholia in that she has lost interest in sex, which characterises hysteria, 

and she lives in a death-like ‘privacy’” without making any ‘sound’. 

The baby also intensifies Ariel’s already ambiguous position between the 

islanders and the settlers: “Her position was more dangerous now: the tension 

between the strangers and the islanders was growing” (p. 175). They want to free 

Sycorax and Ariel without further delay, “though some doubted her allegiance and 

                                                
74 My emphasis. 
75 Hélène Cixous, 1997, op. cit., p. 101. 
76 Julia Kristeva, Black Sun: Depression and Melancholia, Trans. by Leon S. Roudiez, 
New York, Columbia University Press, 1989, p. 3. 
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were willing to abandon her for carrying the stranger’s child” (p. 178). At the end of 

the agreed six months, the tension is growing due to “the solidity and height of the 

buildings raised on the land – the broad and fragrant house at Belmont where Kit 

Everard was now living, the smaller, but equally sturdy dwelling of Tom Ingledew on 

the opposite bank, of James Lariot around the bay” (p. 175),77 “the size of the 

settlement” (p. 175) and the fact that “Kit ignored their questions” (p. 175), all of 

which rightly signify, to the islanders, Kit’s reluctance to leave despite his ‘word’. 

The islanders’ disturbance notwithstanding, the colony is growing day by 

day. Under the captaincy of Tom Ingledew, the Hopewell returns in the first autumn 

of their occupancy of Everhope laden with goods as well as men willing to try their 

fortunes in the Americas. The only woman who comes is Tom’s wife, Mistress 

Ingledew and their three children, “the first family to take the step and turn the 

settlement into a whole society in the making” (p. 176). It is no accident that the 

Ingledew mansion is called the “Great House” (p. 163), after the planter’s estate 

burnt down by black rioters in Wide Sargasso Sea, which is “across the creek on 

the other side, above the grove where the saman stood” (p. 163). The creek is a 

liminal space marking a borderline as shown on the map in the frontispiece of the 

novel, one between the ‘old’, i.e., “the saman,” and the ‘new’ world.78 

Tom Ingledew’s advise on planting sugar alludes to the historical role sugar 

plays: “‘Sweetness is in the air!’ In London and in Plymouth, in Paris and in 

Toulouse, in Madrid and in Venice, the appetite for sugar was growing and the 

demand greedy” (pp. 176-77), so they should not squander their chances on indigo 

and tobacco. The words “appetite” and “greedy” call into mind the greedy king in 

Serafine’s fairy tale and Deleuze and Guattari's figuration of “the desiring machine”79 

(flow of desire) as adapted by Robert J. C. Young to bear on postcolonial theorising 

of desire. For Young, the desiring machine provides a means of articulating the 

                                                
77 My emphasis. 
78 The map is attached in the Appendix. 
79 In Anti-Oedipus (1972), Deleuze and Guattari argue against Freud claiming desire is not 
an imaginary fantasy coming from lack but is a productive, real force that operates not only 
in the family, but through the family at the level of society in general. According to them, 
desire attaches itself to the (social) “body without organs” in a movement of coupling and 
disjunction, as well as the unseen body of “capital as a proliferating body, money that 
produces more money,” (Gilles Deleuze and Felix Guattari, Anti-Oedipus: Capitalism and 
Schizophrenia, Vol. I (1972), Trans. by Robert Hurley, Mark Seem and Helen Lane, New 
York, Viking, 1977, p. 11). Therefore, the subject is not at the centre but is produced as a 
residuum of the processes of the desiring machines. 
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violent way in which colonial practices were inscribed both physically and 

psychically on the territories and peoples subject to colonial control: 

 
 
colonialism was impelled by a global desire which fuelled its ever-increasing 
spatial expansion. This moved, inevitably, through different stages: in the first, 
space forms the basis of a trade which changed a self-sufficient feudal society 
into a city-culture based on trade between cultures absent to each other; the 
colonialism of “commerce and cultivation” sought land for the cultivation of hot-
climate crops, while the colonialism derived from population surpluses required 
more temperate land for emigration; finally, there was imperial space – required 
because of a belief in the necessarily expansive nature of culture per se…80 
 

The reduction of everything, including production and labour, to the abstract value of 

money enables colonialism to decode flows and deterritorialise the socius. Having 

achieved a universal form of exchange, it then reterritorialises – institutes or restores 

all sorts of residual and artificial, imaginary, or symbolic territorialities such as states, 

nations or families: 

 
 
colonialism operated through a forced symbiosis between territorialization as, 
quite literally, plantation, and the demands for labour which involved the 
commodification of bodies and their exchange through international trade. 
Commerce, by reducing everything in a society to a system of universal 
equivalency, to a value measured in terms of something else, thus performs an 
operation of cultural decoding that works according to the linguistic form of 
metaphor. At the same time, at a literal level, the goods provided in exchange 
for bodies were often articles like iron, copper or cloth that were already 
available locally. Such trade had the effect of destroying indigenous industries 
and thus deterritorializing and reterritorializing production through the creation 
of forms of dependency…81 
 

The settlers apparently engage in the colonial processes of “reterritorialisation” and 

“deterritorialisation,” sugar being their latest ‘craving’. Tom Ingledew’s “estate and its 

future vast sugar plantations came to be known as Figtree” (p. 163) because it is on 

a slope by a magnificent specimen of an Indian fig tree.82 As Niall Ferguson 

incisively observes, “the Empire had begun with the stealing of gold; it progressed 

                                                
80 Robert J. C. Young, “Colonialism and the Desiring Machine,” Postcolonial Discourses: 
An Anthology, Ed. by Gregory Castle, Oxford, Blackwell Publishers, 2001, pp. 73-98, p. 84. 
81 Ibid., p. 85. 
82 The name of this sugar plantation is later given to one of the Houses in the Flinders. 
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with the cultivation of sugar.”83 This is why the discourse of sugar and its connection 

to slavery also permeates the twentieth-century narrative of the novel as it flows 

through the world in historical sense: the inextricable connection between tea and 

sugar is made early in the novel, when, “while the reverie of colonial sunniness 

passed over them,” Serafine “in black uniform with white bib filled their glasses from 

the bottle she carried on a silver tray, and came back to pour for the tea-drinkers” (p. 

42); the Everards, the colonial descendants, are notorious for their sweet tooth; 

Xanthe and her boyfriend’s neo-colonial enterprise on the island does not include 

sugar since the “demand is falling everywhere” (p. 302); on the island, the traces of 

“the old coppers of the sugarworks” (p. 357) can be found; and not least, the role 

sugar played in world politics is mentioned in the speech of Atala Seacole, the post-

independence female Prime Minister of Liamuiga: “[j]ust like sugar… when it flowed 

from these islands and poisoned the age of Enlightenment with its attendant trades 

and plagues!” (p. 367). Sugar is thus another trope for colonialism, like the game of 

Flinders. 

The settlement bustles after the arrival of Africans, who are employed to 

chop wood for the continuing building, just like Caliban in the play. It is all this hustle 

and bustle that leads the islanders to decide to stop “counselling or mapping” (p. 

178) and “lending of labour, or advice” (p. 178), ultimately culminating in their plan of 

a conspiracy against the settlers, which finds its correspondence in Caliban’s 

conspiracy plans with Stephano and Trinculo to murder Prospero. The islanders first 

steal some guns, then kidnap a Harry Butt, who gives up without struggle and after a 

short while marries an island girl and settles down. They lastly kidnap Tom 

Ingledew’s fourteen-year-old son, Philip. However, this only serves to “chafe” Kit: “‘I 

want their happiness, I seek their salvation, and I see I can’t convince them, and I 

don’t care for it’” (p. 180). The islanders prepare for their attack on March 9, 1620, 

when over five hundred warriors are gathered. The day before the battle, Dulé 

marks certain rocks on the beach in an attempt to warn Ariel, who “saw the timehri, 

a chevron cut by a downward stroke, signifying great peril” (p. 183). However: 

 
 

                                                
83 Niall Ferguson, Empire: How Britain Made the Modern World, London, Allen Lane, 
2003, p. 13. 
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Ariel wasn’t thinking clearly, her brain was fogged by the din around her and the 
rage of Sycorax, but the message in the stones summoned her to some action, 
something to break the silence and the stasis that held her prisoner. (p. 183) 
 

Thinking, “[t]his was the time to kill him, the time she had been planning” (p. 183), 

Ariel summons Kit saying Sycorax is dying. She then caresses and babies him 

clumsily; however, Kit refuses her since, “within his pleasure’s flow a small bitter 

seed remained” (p. 184), one with the potential to grow and warn Kit. Kit also 

refuses the dish of “six pale gleaming molluscs like oysters, with wedges of lime 

around them, prettily, and a sprinkling of red pepper over them” (pp. 184-85), which 

finds its correspondence in the oyster dish that the king refuses in Serafine’s fairy 

tale, thus further correlating Kit Everard to the greedy king, who “is dreaming of 

being king” (p. 8) on Enfant-Béate as well and who is one of those who “go leave 

dirty marks on everything” (p. 8). Ariel, who is called “Amazon princess” (p. 208) by 

the settlers, thus becomes the King’s daughter in the tale, who is turned into “gold” 

only outside, significantly not inside, by his touch, as Kit, a capitalist-coloniser-

pragmatist, is “greedy,” reducing everything and everyone to its material value. The 

reader is left in the dark as to whether the whelks Ariel serves Kit are poisonous or 

not. The experience proves nauseating for Ariel: “[t]he return to speech and motion 

had cost Ariel so much that when Kit had gone, she choked and vomited from the pit 

of her belly until green bile came up and burned her” (p. 185). However, imagining 

she is going to escape, she “rediscover[s] speech” (p. 185): she supports Sycorax 

and whispers, “‘We are going to leave today, my mother, and you are coming with 

me. One step at a time, out of the gate, you, me, and my baby’” (p. 185). Ariel 

attempts to escape with her baby in her lap and Sycorax on her shoulder, but when 

the guard calls out to stop them, Sycorax wants Ariel to leave her behind. And 

because the guard cannot bear Sycorax’s “terrifying noise, her writhing and 

screaming” (p. 190) and “the sound of her hissing and shrieking” (p. 190), he stops 

chasing Ariel and Roukoubé, who make their way to the sea, “where the sea battle 

will take place” (p. 190). 

More striking here is the fact that the “bitter seed” in Kit cedes to a well-

defined suspicion mainly because this is the first time Ariel ever summoned Kit: 
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So he was suspicious of her welcome, her sudden ardour, her newfound tongue 
to kiss with and to speak. 
Then he understood: she wasn’t inveigling him to return; she was bidding 
farewell. 
Moreover, he understood another, deeper thing: it was not clear which of them 
was departing. 
‘They’ll quench you,’ she had said of the whelks. ‘After hot work.’ 
(It was so unlike her to tease.) 
Quench you. 
Yes, but she could be parting from him in a different way – stealing away, 
running off, he was surprised she had never done so, that she hadn’t killed the 
old woman with a poison in the way she had perhaps schemed to kill him… 
He had it then, as clear as a map of a well-charted route unfolded on the 
captain’s table, what lay in store for him and for the settlement; though the 
islanders had not burned wet leaves and smelled white smoke into a pillar of 
cloud to issue a warning, the signal might as well have been as clear. (pp. 186-
87) 
 

Ariel, an ambiguous figure, is thus misunderstood by Kit, who interprets her 

behaviour as a warning against the ‘uprising’ and “place[s] all their forces on the qui 

vive that night, in readiness for battle in the morning” (p. 187). Therefore, her 

attempted act of resistance and support for Dulé’s rebellion duly backfire. The 

significance of this scene, which mimics the intelligence Ariel provides Prospero 

with, lies in the fact that it constitutes a type situation for the ways in which the 

colonised subjects are appropriated by the colonisers as a means to defend their 

position: “she is instrumentalized and inadvertently helps to perpetuate colonial 

rule.”84 The only explicit mention of her in the twentieth-century setting is in one of 

Serafine’s stories that recounts Liamuiga’s early history. It is emphasised that the 

story is with a “happy ending” and one that has come down through the years “[f]rom 

first-hand sources, authenticated. Serafine knows it; all her family, working on the 

Everard lands, knew it; they passed it on” (p. 225): 

 
 
she was a famous character: the concubine of Kit Everard, she had redeemed 
the savagery of her people… 
[She] had heard among her people that they planned to fall upon the settlers 
and massacre them in their beds one moonlit night. And hearing this, out of the 
great love she bore the founder of the island, Sir Christopher Everard, and on 
behalf of the lovechild she had borne him, she raised the alarm… 
‘Her example proves the nobility of soul the native can possess when tutored in 
the ways of godliness and truth. She was a lamp of truth to her people.’ (pp. 
225-26) 
 

                                                
84 Tobias Döring, op. cit., p. 25. 
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Ariel’s act of resistance is thus rewritten through the course of the family’s history 

that is passed on from one generation to another, highlighting the power of colonial 

myth-making. The fact that she is posited as a figure in colonial romance where, in 

fact, she intends something else discloses the economies of the master narratives, 

i.e., that history is constructed however it is perceived from the vantage point of the 

coloniser. In her article “Siren, Hyphen; or, The Maid Beguiled,” Marina Warner 

espouses that this episode is intended to create one of the sharpest ironies in the 

book: 

 
 
When Serafine passes on this interpretation of Ariel/Barbe’s action, she 
becomes the conduit of a false narrative, her own storytelling voice taken over, 
over-written… Serafine could not be otherwise than an unreliable narrator, 
because traditions change stories.85 
 

When the narration moves to the battle in the sloop in the Bight, it is narrated 

through Dulé’s filter, again through the metaphor of “the chaos of noise” (p. 197): 

 
 
Gradually, as they stole up to the Belmont stockade, Dulé distinguished 
different sounds – the fierce explosions of musket fire, the shrieking of the 
attackers, the yells and shouts and curses and groans of fighting men, their 
voices thick with fury, the different languages reduced to meaninglessness by 
the struggles, as men grappled, stabbed, battered, poked at one another’s eyes 
and even bit one another in the combat at close quarters; while at a distance 
the screams of rage and pain merged with the volleys of musket fire and the 
singing of the arrows. (p. 196) 
 

The “different languages” are “reduced to meaninglessness,” thus leading to another 

“babel” in which what reigns is physical violence so much so that Dulé finds himself 

longing, “this carnage, this bloodshed must come to an end” (p. 198); however, they 

are stuck at a point at which there is no return. Ariel’s loss of voice, which is referred 

to at narrative moments dealing with her ‘exile’ and scenes of violence, aptly 

resurfaces: she is reported to hear the sounds of the battle but she cannot even sing 

a song to her baby since “her tongue clove to her palate as if, while her baby drank, 

she were dying of thirst” (p. 198). 

                                                
85 Marina Warner, “Siren, Hyphen; or, The Maid Beguiled,” typescript, p. 18, quoted in Ibid., 
p. 16. 
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The linear unfolding of the chapter is interrupted here with another pastiched 

letter of Kit from the memoir, this time addressed directly to Kit’s father-in-law, the 

Lord Clovelly. Colonial narcissism stalks the letter that sketches the events thus far. 

For one, it is intended to report the news of what Kit designates as the “great 

moment” (p. 199) whereas it is, in fact, another “shameful episode.” Second, it 

mentions Ariel’s warning only en passant: “we had intelligence that our 

neighbours in this land were embarked upon a most fiendish and treacherous 

Enterprise, namely to do every man among us fatal harm while we were still 

sleeping in our beds” (p. 199),86 and they “were adverted in due time withal and 

haply able to forestall the deadly peril” (p. 199). Kit writes of much “noble blood” (p. 

199) that is spilt after “fierce and bloody struggles on sea and land” (p. 199), of 

course meaning English blood; however, he continues, they are able to “declare the 

day ours and the Battle of Sloop’s Bight a chapter in the history of God’s kingdome 

come” (p. 199). What is observed is, once again, an arbitrary renaming process: 

because the battle is in the sloop in the Bight, the initials are capitalised. Also, 

Dulé’s African friends from the other islands are called “maroons” since they 

“escaped in one way or another from forced labour throughout the archipelago and 

the mainland colonies” (p. 176); however, Kit capitalises the name once again: 

“[t]hese fugitives that are Negroes go by the name of Maroon” (p. 200). Another 

emblem is in a misspelling of Dulé’s name: “Dulay” (p. 200). Kit establishes Dulé’s 

kinship to Caliban in The Tempest by mentioning that this “swart creature” (p. 200) 

“has already learned how to curse” (p. 201), and by naming him Caliban: 

 
 
Some of our men call him ‘cannibal’, seeking to undo the power of his 
monstrousness by naming it, like to conjuring. ’Tis to my mind a false notion, 
and I prefer the lisping usage of the children, Caliban. (p. 201) 
 

The above paragraph also exhibits the kinship between the word “cannibal” and 

“Caliban” pertaining it to The Tempest paradigm. Kit further states in his letter that 

he did not kill Dulé since his men fear “his witchcraft” (p. 200) and that he keeps him 

as his captain “for a show of mastery” (p. 201), which parallels the reason why, as 

Eric Cheyfitz notes, Prospero keeps Caliban: “to maintain the class status that 

                                                
86 My emphasis. 
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supports their identities” since in order to be “noble” “he needs others to play the 

role of the lower classes,”87 as explored in Chapter 2. 

The next chapter returns to the battle scene narrating it from the vantage 

point of the islanders and employing a much different language: 

 
 
The dead lay in rows under fans of palm and banana, so many dead, the 
survivors wept that they had been spared. The massacre was shameful, the 
losses piteous. The blood of the wounded trickled from the bank, spilling like 
one of the showers that freshened the earth each day, and flowed downstream 
towards the sea, which was not so far that its rich scarlet could diffuse before it 
met the waves. (p. 203) 
 

The water that washes away the islanders’ blood does not readily wash away the 

sins from their hands, which is emphasised in the twentieth-century layer through 

close-ups on the protagonists’ hands. The death toll is four hundred islanders, 

including Tiguary. Most women are even left deprived of the opportunity to bury their 

dead husbands or relatives. Without a proper funeral, the dead are traditionally 

believed to be devoid of “finding rest” and become “phantoms” haunting their 

‘murderers’ (p. 203). This is why, representing the memory of the colonised 

subjects, Sycorax is dead but “speaks.” She is killed by the guard while she is 

escaping with Ariel and is buried at the foot of the saman tree upon permission with 

“her mouth near the earth and the living who walked on it” (p. 204). Upon Ariel’s 

insistence she is buried “in a cenote, the kind of grave the islanders reserved for 

their prophets” (p. 204). Ariel’s offering at the foot of the saman tree is “the first of 

many such laid there to win the intercession of the sorceress, Sycorax their mother” 

(p. 205), thus turning the saman tree into a wish tree. Sycorax significantly becomes 

a “force to reckon with” for everyone: fruits or animals “were offered by – who could 

tell? – suppliants inside the stockade, as well as the islanders outside” (p. 205). Ariel 

reiterates the theme of exile by embarking for Oualie with her baby and pet dog 

Paca, “as Sycorax before had taken Dulé and Paca’s predecessor” (p. 204).  

Set in “Enfant-Béate, 1700–” (p. 210), the last chapter of this part, which 

started out with Sycorax dead, ends in the same way. The eighty years of gap is 

filled earlier in the twentieth-century narrative: Ant Everard tells the family that Kit is 
                                                
87 Eric Cheyfitz, op. cit., p. 84. 
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dubbed a knight by King James; however, when, in two years the King’s head is cut 

off by the French, Kit is stripped of his rank, title and authority over the islands, 

losing them to the French, who rename the islands as Enfant-Béate meaning 

“Blessed Child” (p. 7) “after the latest craze at court in Versailles, the cult of the 

Christ Child” (p. 47). Sir Kit then comes to an agreement with the French and is 

“reinstated to full honours” (p. 48). Re-naming thus emerges as a form of violence. 

The chapter is told from the filter of Sycorax with intermittent intrusions by 

the narrator. Her long death has barely begun since she can still hear the prayers of 

those who come to the saman tree “(though Sycorax has no power, nor ever had, 

except in dreaming)” (p. 210). Sycorax utters her lament, which echoes Prospero’s 

“Ye elves” speech in which he abjures his magic. This allusion further connects 

Sycorax to the sorceress Circe, part healer, part witch: 

 
 
– Oh airs and winds, you bring me stories from the living, rustle of leaves and 
heave of branches, you speak to me of pain, and you, streaming magma from 
the belly of Adesangé and cold rivers too spouting from down below, you 
swollen sea… and you, shining pale moon, and you, oh bright sun of the zenith 
and green glittering star, HEAR ME! I once governed you [for so she thinks] and 
you did as I wanted, you let me deliver Dulé, my wonder, my child, a hero to our 
people, from death by water… so HEAR ME NOW, now that I only hear groans 
and Dulé hobbles on slit ankles as he rails and Ariel is captive again and croons 
over Roukoubé and does not speak. Turn back your currents in their course… 
so that we can return to the time before this time. 
– I would know then, once back in those days before everything changed, that 
my power is of little weight and not worth using. I would abjure my art then and 
there, leave off cursing, leave off binding fast and loose with spells. (p. 212) 
 

In Prospero’s fashion, Sycorax regrets having used her powers, which she 

construes as useless since they failed to save Ariel and Dulé from slavery. The 

narrator, however, disagrees with Sycorax blaming herself saying that “she 

overestimates herself” (p. 213). This is because she needs others’ help: 

 
 
But the soft messages in the air still come to her... for she cannot set limits on 
her powers, neither then nor now. Only the faithful who pray to her and draw on 
her strength can do that. She cannot abjure, give up, control the force by which 
she is possessed. On her own, she cannot stop the churn from tumbling round 
and round. (pp. 212-13) 
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However, Sycorax insists upon blaming herself for what happened in the past on the 

island with which she has been integrated: “She and the island have become one” 

(p. 213). The seventeenth-century narrative thus ends cyclically, also including a 

severe critique at colonisers: 

 
 
She breathes her lament into the earth filling her mouth, saying over and over, 
for the habit of power has made her take the past on her shoulders, ‘If I could 
return to that time, I would no longer change men into beasts as I did, and then 
find myself unable to change them back into men.’ 
The isle is full of noises. (p. 213) 
 

On the whole, this layer of narrative, where the intrusions of the narrator in 

the linear unfolding of it are also irregular, serves to expose the origins of why future 

generations are left with a legacy of dysfunctional families or maroon state, which “is 

changing sound and shape,” to quote Serafine. Storytelling being the establishing 

link between the past and present, Sycorax’s “noises” transmit the knowledge of the 

islanders to future generations, also through the mediation of Serafine, from under 

the saman tree, unlike Ariel in the play, whose mere “groans” (Act I, Scene ii, line 

286) were heard from inside the cloven pine. In terms of such feminine writing, the 

last word belongs to Cixous: 

 
 
To write – the act that will ‘realise’ the un-censored relationship of woman to her 
sexuality, to her woman-being giving her back access to her own forces; that 
will return her goods, her pleasures, her organs, her vast bodily territories kept 
under seal; that will tear her out of the superegoed, over-Mosesed structure 
where the same position of guilt is always reserved for her (guilty of everything, 
every time: of having desires, of not having any; of being frigid, of being ‘too’ 
hot; of not being both at once; of being too much of a mother and not enough; of 
nurturing and of not nurturing…). Write yourself: your body must make itself 
heard. Then the huge resources of the unconscious will burst out. Finally the 
inexhaustible feminine imaginary is going to be deployed. Without gold or black 
dollars, our naphtha will spread values over the world, unquoted values that will 
change the rules of the game.88 
 

This is the type of feminine writing that the novel promotes through female authors 

who “write themselves,” namely, Sycorax the subaltern who can ‘speak’, Serafine, 

                                                
88 Hélène Cixous, 1997, op. cit., p. 103. 
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who writes with her body, and Ariel, who writes with ‘white ink’, whilst the agency of 

complacent Prospero-figures and the univocality of their narratives disintegrate in 

the eyes of the implied reader, which is furthered in the next and last part of the 

novel. 
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CHAPTER 5 

 

Indigo: “Now”: “O Wonder!.. O Brave New World” 

 

This chapter allows a glimpse of the neo-colonial world with neo-colonial 

Prospero- and post-colonial Caliban- and Sycorax-figures as well as those standing 

for Miranda and Ariel. The two layers of narrative, i.e., “now” and “then,” converge 

across time and space in 1969, on the 350th anniversary of the historical landing of 

the pioneer planters on Liamuiga, when present-day Kit Everard, Miranda and her 

aunt Xanthe go to visit the island. It is in this part that the theme of reconciliation 

with one’s past is taken up, and it also validates what Dulé says of the islanders: 

“the past abided, rolling into the present, an ocean swelling and falling back, then 

returning again” (p. 95), or Serafine’s advice to Miranda: “cast your bread upon the 

waters and it’ll come back, sweetheart, you’ll see” (p. 9). Which is to say, History 

continues and repeats itself like the Caribbean waters that change and return all the 

time with repercussions for the present. 

The present day central consciousness of the novel is Miranda, by whom, 

along with her mirror-opposite Xanthe, women’s subjectivity and sexuality are 

epitomised. Miranda’s story with a post-colonial Caliban-figure thus becomes a 

sequel engendered by the seventeenth-century tale of miscegenation and a 

reparation of the injustices of the past. Adorned with a feminised topography, the 

island is another feminine figure that bears upon the marks of the past. The island, 

upon which Prospero-figures have inscribed the visible presence of colonisation, is 

now sown with further meanings and is torn between the effects of colonialism and 

its pre-colonial state.  
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5.1. “Serafine II”: “Where Should This Music Be?” 

 
 
 

Please you draw near; louder the music there.1 
 
 

“Read and write I don’t know. Other things I know.” 
She walked away without looking back.2 

 
 
 

“Serafine II” opens in “Kensington, 1951” (p. 217), which is to say, the 

narrative has returned to the twentieth century, when Miranda is nine years old and 

Xanthe three. However, what follows this immediate contextualisation is an aural 

chaos that cannot be located immediately, as in “Serafine’s So Potent Art” in 

Chapter 3: 

 
 
‘Crik!’ 
‘Crak!’ 
‘Trik!’ 
‘Trak!’ 
‘Cocorico!’ (p. 217) 
 

This is, as Miranda is said to remember later, how “Feeney” (p. 217) begins the 

story of Manjiku, which is a horrible sea-monster that resurfaces in the discourse of 

Dulé, Sycorax and other Liamuigans. This second story Serafine tells the children 

repeats the first one in its structure as well as its function, serving to mount an attack 

on patriarchal notions of order and unity. What calls for a deeper probing is, then, 

the tropes of the tale. 

The tale concerns a fisherman called Amadou and his wife called Amadé, 

who live, as Serafine tell the children, on the same island as she used to live. One 

day Amadou catches a “beautiful silver starfish” (p. 221), which is, in fact, a “tiny 

silver woman, with hair like spun silk and blue eyes like pieces of the sky come 

down to earth” (p. 221). The mermaid seduces Amadou with her “soft low voice like 

                                                
1 William Shakespeare, King Lear, Act IV, Scene vii, line 25. 
2 Jean Rhys, op. cit., pp. 160-61. 
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the south breeze stirring in the palms” (p. 221); he, therefore, keeps her as “a 

prisoner” (p. 221) in one of his fish ponds without mentioning to his wife about the 

starwoman. Amadou forgets about his life with his wife, dedicating himself to please 

and take care of the mermaid, as Serafine tells the children, “[i]t’s a spell, you see, 

the mermaid has the power to cast spells” (p. 222). However, perceiving the 

difference, Amadé follows him to his fish ponds and “sees him loving and petting his 

new love, and she feels her heart inside breaking” (p. 222). At this point, the fairy 

tale echoes the sea-witch in Hans Christian Andersen’s version of “The Little 

Mermaid”: “The first morning after [Prince] marries another your heart will break, and 

you will become foam on the crest of the waves.”3 When Amadé later tells him that 

she has discovered his secret, Amadou “cries salt tears” (p. 222) since he does not 

want to hurt her but cannot help it. One day the mermaid dies in captivity, but since 

Amadé is a loving woman, and “a wisewoman... she understands plants and stones, 

and what they can do” (p. 222), and resuscitates the mermaid with “the flower of 

Adesangé, the red god, of fire and life, who lives in the volcano of the island,” (p. 

223) telling her husband, “‘I understand loving, so here’s your love back’” (p. 223). 

That night, “under a moon that’s big as the sun” (p. 223), Amadé purposely slides 

her body into the sea so that Manjiku, the sea monster, comes to devour her, which 

he does. However, Manjiku splits open, casting her ashore, and he transforms into 

“a handsome man” (p. 224), who tells Amadé, “‘Lady, you’ve set me free. I’ll serve 

you forever’” (p. 224). The monster becomes the Prince Charming in “Beauty and 

the Beast” as Amadé undoes the curse which Manjiku was under since “[o]nly a 

woman who knew what real loving is could undo its power. And Amadé it is 

understands real loving” (p. 224), which is only alleged. 

To better understand the tropes of the tale, one must begin with the 

description of Manjiku: 

 
 
Manjiku’s got a snout like a crocodile, Manjiku’s got pointed green teeth 
arranged in double rows, and a mane of spikes like sea urchins, and a forked 
tail with razor edges he uses to slice up his food. And cut his enemies to pieces! 
Anything that gets in his way, slash, slash. Manjiku’s pale, pale, he can’t bear 
the light of the sun, it burns his pale skin, his pale flesh, it leaches the life out of 
him in blisters and wens. You can see his bones through his warty hide, like a 

                                                
3 Hans Christian Andersen, “The Little Mermaid,” Hans Andersen’s Fairy Tales, Trans. by 
H. B. Paul, London & New York, Frederick Warne, w.date, pp. 77-78. 
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jellyfish, like an X-ray. He’s lived that long in the sea he glows in the dark. Phos-
phor-esc-ence – (pp. 219-20) 
 

What can be discerned among the exaggerations is the italicised expressions, which 

provide clues as to what Manjiku signifies: while his “snout,” “a mane of spikes,” and 

“a forked tale” with which he cuts his enemies to pieces – “slash, slash” – imbue him 

with a masculine potency, “his pale skin” that “can’t bear the light of the sun” 

constructs it as ‘white’, paralleling the constant reference to the white skin of Kit 

Everard and his fellows, who cannot stand in the sun. Manjiku is also “deformed,” a 

label attached to Caliban in the play: “[y]ou can see his bones through his warty 

hide.” Manjiku, then, represents the European invaders. Manjiku is obviously born of 

the natives’ perception of the destructive and greedy European invaders from the 

sea. This is confirmed by Tiguary, who calls the Europeans “Kin to Manjiku” (p. 99). 

Manjiku devours pregnant women since he wants to give “birth from the 

mouth rather than from the womb,”4 just like the sea in the play as elaborated on in 

Chapter 1: 

 
 
– What Manjiku wants… is to have a child of his own. Yes! Not just to have it, 
like a father – no, he wants to be a mother, to bring the child out of his mouth, 
spit out a little Manjiku, think of that! … he wants nothing better than to be a 
woman – (p. 220) 
 

In “The Ogre’s Appetite: Bluebeard” in From the Beast to the Blonde, Warner 

writes of greedy ogres whose “appetite first aims at women, but with an ulterior 

motive of devouring their offspring,”5 as in the case of “Little Red Riding Hood,” 

where the wolf devours the grandmother this time, or “Bluebeard,” in which the ogre 

metaphorically eats his wives, which is ascribed to the Oedipal rivalry: “he wishes, 

like Oedipus’ father Laius, to do away with a son before he grows to threaten him.”6 

What Manjiku possesses is, then, a Prospero- or Zeus-like “woman-envy” that 

ultimately aims at ending female lineage. 

                                                
4 Ann Thompson, op. cit., p. 50. 
5 Marina Warner, 1999, op. cit., p. 260. 
6 Ibid., p. 262. 
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In fact, the monster has a special appetite for menstruating native women: 

 
 
– Manjiku specially likes to eat women: juicy, dark women full of blood, the 
way they are when we get old enough to be mothers. Manjiku thinks he’ll have a 
baby himself if he eats enough women, especially women with babies inside 
them waiting to be born – (p. 221)7 
 

This monster, then, devours, or exploits the ‘labour’ of native women to compensate 

for its barren state, which is what gives the tale its colonial dimension. Zabus makes 

the connection between colonialism and women as such: 

 
 
Concomitant with the “mapping of waters,” which provides the subtitle to Indigo, 
are the twin notions of conquest and virginity, already present in Hackluyt’s 
sixteenth-century accounts of Raleigh’s quest for El Dorado and Drake’s 
circumnavigation of the globe. From then on, the terra incognita became a 
woman, a passive, ovula-like island to be assaulted, raped by seminal 
invaders… Warner has combined in Manjiku both the traits of the “savage and 
deformed slave” and of the European invader, for he is white and devouring: 
his desire to be a woman “arises from the thirst for the Other – to elide 
difference by becoming one, by incorporating.”8 
 

Considering that Orientalism is also “a will to understand, in some cases to control, 

manipulate even to incorporate the Other,”9 Manjiku is, then, another “ogre” that 

“absorbs” and “incorporates” the his/herstories, just like the game of Flinders. If 

Manjiku represents the European invader, Amadé, who drowns out of her true love 

for Amadou, stands for the feminine lands ‘penetrated’ – considering that eating 

stands in for sex in fairy tales – and native women whose stories have been 

“incorporated.” Specifically, the fact that Amadé is “a wisewoman” establishes her 

kinship to Sycorax or Ariel. The mermaid represents Xanthe since they share blue 

eyes and for other reasons to be explored under the title “Maroon/Black” in this 

chapter. Since one of those native women is Estelle Desjours, this mythical story 

                                                
7 My emphasis. 
8 Chantal Zabus, 2002, op. cit., pp. 142-43. Zabus notes that the quoted part is from Marina 
Warner’s letter to Anna Rutherford on 29 January 1993, which she publishes here by 
courtesy of both, my emphasis. 
9 Edward W. Said, Orientalism, New York, Vintage, 1994, p. 5. 



 320

also explains the frequent death of native women who are said to have died by 

drowning. 

Once Miranda and Xanthe have gone to sleep, the narrator continues and 

tells the reader that “as storytellers do” (p. 224), Serafine has adapted this otherwise 

“savage story” (p. 224) to make it “seemly for the little English girls” (p. 224). The 

stories of Manjiku which she heard on the island while she was a little girl did not, in 

actuality, have happy endings: “Manjiku continued to raid the inland waters for 

women, his hunger was not to be appeased, his need to have babies of his own still 

raged” (p. 224). He dropped “sea emeralds” (p. 224), which cannot be fished in 

daylight because they can only be seen overnight, in order to allure women to the 

waters. This intrusion by the narrator serves to expose how the colonisers 

aestheticise “savage stories” turning them into a “romance” with “a happy ending.” 

Therefore, the fact that the narrator moves to another story, one which s/he 

dubs “another story with a happy ending” (p. 224) foreshadows an irony. The story 

that the children know from both Serafine and their history books is the 

“authenticated” (p. 225) story of Ariel’s inadvertent intelligence which she provided 

Kit with, as elaborated on under the title “Orange/Red” in Chapter 4. Since the story 

is based on a misunderstanding, along with Serafine, the story also serves to 

delineate the unreliability of “travel books,” which otherwise have claim to truth: 

 
 
Long ago, when the colony was flourishing and sugar was being shipped in 
quantities of menhir-shaped loaves to the storerooms and the kitchens and the 
taverns and the parlours of the capitals of Europe, a French missionary priest, 
one Pére Labat, wrote one of the first comprehensive travel books about the 
new world of the islands, chronicling the natives and their customs (as far as he 
could) as well as the way of life the settlers had developed… He reported that 
he had met a survivor from the heroic days, an ancient Indian hag, he said, bald 
as a vulture and wizened as a walnut, with one black tooth left in her head. She 
could not speak, indeed, it was said she had not spoken for decades, though 
once she had been a singer and made up songs that others learned after her 
and still sang. (He gave examples in an Appendix, for he was a scholar of the 
age of the Enlightenment and frankly admired the arts of the native peoples of 
the islands.) (p. 225) 
 

The extract exposes the biased story of the island: “the colony was flourishing,” and 

the bias of the chroniclers, e.g., “an ancient Indian hag,” and their tendency to 

‘authenticate’ what they ‘observe’ by providing examples in the Appendix, in the 
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same way as Kit does in his letters. It also highlights Ariel’s life after the 

seventeenth-century narrative ends: “She was living then, according to the 

observant father, in a ramshackle but tidy palm-leaf cabin by the saman tree ‘which 

these primitive people in their ignorance still worship” (p. 225). He also adds that 

Ariel, who was over a hundred years old, was “the last person living to speak the 

language of the native islanders, so it was a pity that she could no longer use her 

tongue, except now and then to rasp out a harsh fragment of a song” (p. 226). 

Thomas Bonnici accounts for the process that leads to this version of Ariel’s 

story as such: 

 
 
Ariel’s treason becomes official, uncritical, history. It is the version that Labat 
narrates, as he gets it from the islanders, and not from Ariel herself who has 
long been mute when he meets her during his stay on the island. It is the only 
version known, and thus transformed into “the truth” for the convenience of the 
colonizers. The tragic story of the islanders and their exploited island is given a 
“happy ending.”10 
 

This part ends with one of the songs of Ariel appended in the travel book, 

which connects Ariel’s story with Manjiku’s since Xanthe and Miranda like singing it 

calling it “the song of Manjiku” (p. 226): 

 
 
The juice of the green melon is sweet 
The yellow is sweeter, I know, 
And there’s a fruit that’s still riper. 
I can’t tell you its name, 
I won’t show you its face, 
Or I shan’t ever eat it no more, no more. (p. 226) 
 

Therefore, like the first fairy tale, this second one functions as play-within-a-play 

hosting allusions to both the seventeenth- and twentieth-century narratives of the 

novel, thus welding a bridge between the two. The story of the sea-monster Manjiku 

reverses the misconception that “cannibalism indicated the threat that these 

savages could turn against and devour Europeans.”11 The real bloodthirsty 

                                                
10 Thomas Bonnici, op. cit., p. 11. 
11 Ania Loomba, 2001, op. cit., p. 73. 
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cannibals are the Europeans, and the creature “Whom stripes may move, not 

kindness” (Act I, Scene ii, line 346) or one that is deformed is not Caliban but 

Manjiku. The fact that Ariel is posited as a figure in colonial romance, much as it is a 

“savage story,” serves to disclose the economies of the master narratives, i.e., that 

history is constructed however it is perceived from the vantage point of the 

coloniser. 

Serafine is an ambivalent figure in that she is a black colonised subject who 

is complicit with the colonialist discourse unawares, thus representing the 

“dispossessed and silenced position of the colonized at large,”12 since she “tells the 

story of Ariel as she has been told it.”13 Warner explains both Serafine’s dilemma 

and her potential to speak: 

 
 
In a way, what the novel perhaps suggests is that Feeny weaves another story 
within the story – the “Beauty and the Beast” story. In that one, she’s free of the 
historical burden. She teaches Miranda to rethink the world; she herself can’t do 
it because she is a colonized subject… In a sense she has been incorporated 
and colonized; she’s an island that has been taken over. But at the same time, 
through her possibilities of rethinking her lot and distributing rewards and 
punishments, she stands for me as the exemplary fiction writer who can be 
colonized and still speak.14 
 

This time it is Serafine, then, who ‘dissects’ the ogre “slash, slash” in order to 

“deliver” the his/herstories from the belly of the male monster, very much similar to 

Sycorax, who “delivers” Dulé from that of his enslaved mother. 

                                                
12 Cao Li, “The Colours of Fiction: From Indigo/Blue to Maroon/Black (A Study of Miranda’s 
Story in Indigo),” Ariel, Vol. 36.1-2, January-April 2005, pp. 73-92, p. 83. 
13 Marina Warner in Chantal Zabus, 1994, op. cit., p. 521. 
14 Marina Warner in Ibid. 
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5.2. “Gold/White”: “No Tongue! All Eyes, Be Silent!” 

 
 
 

And the lady of the house was seen only as she appeared in each room, 
according to the nature of the lord of the room. None saw the whole of her, 

none but herself. For the light which she was was both her mirror and her body. 
None could tell the whole of her, none but herself.15 

 
 
 

Aural chaos pertaining to fluidity which is a motif endemic to the novel is 

established as the opening premise of the first chapter of “Gold/White,” which is set 

in Paris in the 1960s: Miranda is “about to step into the water” (p. 230) in the 

bathroom of the Hotel Davenant the moment the voice of Marie-Angèle, the 

receptionist who “let her slip into the bathroom with her pass key without telling 

Madame” (p. 229), rises “in a shrill whisper” (p. 230) to notify her of the approaching 

proprietress, upon which she “quickly bundled up her clothes and streaked across 

the landing... the rail quaking in her grasp” (p. 230). This prefatory first paragraph 

with its twin concepts of fluidity and chaos borrowed from The Tempest succinctly 

heralds sea-changes, that is, a series of transformations in mentality that are 

potentially to take place, which is compounded with the novel’s unremitting 

accentuation of productive thresholds, here, the liminal ages of Miranda and Xanthe, 

who, with her father, is paying a visit to Miranda: the former is “eighteen, just turning 

nineteen” (p. 236), and Xanthe is “now eleven verging on twelve” (p. 232). The 

narrative logic of the part upholds the novel’s political intent: it systematically 

juxtaposes Miranda with Xanthe, and Anthony/Gillian with Kit/Astrid, simultaneously 

associating each with the three places the narrative straddles, namely, Paris, 

London and Enfant-Béate, thereby serving to expose the disparities between the 

ascriptions to otherness these sites host. What is observed is that the noises that 

the seventeenth-century island was replete with have ceded to an economy of the 

male gaze, which is an application of patriarchal-symbolic law that regulates the 

female body, in the twentieth-century Paris and London. However, the subsiding 

noises are restored as the narrative moves to the islands of Enfant-Béate. 

Throughout, Miranda is posited as the centre both because it is her filter that 

                                                
15 Laura Riding, as quoted on p. 3 of “The Queen’s Looking Glass,” Sandra M. Gilbert and 
Susan Gubar, op. cit. 
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predominates the narrative and because, in Paris and London, the competing 

meanings awarded to foreignness, hybridity and otherness are exposed through 

others’ reactions to the very embodiment of her body as the visible referent – the 

ultimate sign – of these values. 

The first part set in Paris trots out the profound dissimilitude between 

Miranda and Xanthe with respect to appearance, and identity and character as its 

corollaries. Resembling Miranda in The Tempest, Xanthe Everard is the paragon of 

Anglo-Saxon heritage, whose earliest sign resides in her name: “xanthe” is an 

adjective denoting “golden-haired” in Greek. However, Xanthe is also correlated to 

Ariel in the Elizabethan plot by virtue of her name that is attributed to two figures in 

mythology: Xanthe was an Oceanid, one of the three thousand daughters of 

Oceanus, thus a nymph, and she was an Amazon. For Warner, “[b]londeness and 

beauty have provided a conceptual rhyme in visual and literary imagery ever since 

the goddess of Love’s tresses were described as xanthe, golden, by Homer.”16 

Correspondingly, Xanthe is staunchly paradigmic in her blending of blondeness and 

beauty inhering in her name. Anthony’s pet name for her is aptly “Goldie” or “Miss 

Goldilocks” (p. 232; 235), which is to her liking, for she is “so gilded” (p. 289) with 

her “fair curls” (p. 233) and eyes “sky-coloured, stony,” “polar blue” and “husky-dog” 

(p. 252; 272), and her “neat” and “pale nose, like white jade” (p. 242; 233), thereby 

also granting the current intertitle its colours: “Gold/White,” which implies coldness, 

lifelessness, gilt and death, as apposed to the warmness, radiance and vitality of the 

darker colours. Tellingly, in the novel, blue eyes and white skin are features that 

bear testimony to the person’s colonialist attitude unless it belongs to a black 

colonised subject such as Serafine. 

To Miranda, Xanthe seems to have the snowy, impeccable immobility of 

Snow White in her glass coffin: she is “porcelain,” has “groomed presence,” “tidy 

existence” and “silkiness” (p. 246; 231; 246; 251); she is “neatly assembled, wrist to 

hand, neck to shoulders, ankle to foot” with a body of “a pearly colour” (p. 246; 322). 

In terms of apparel, she is dressed in “doll-like versions of her mother’s couture 

style” and looks like “a tablet of costly, scented soap” (p. 232; 272). Xanthe is, then, 

“white as snow, pink as roses, [and has] gold hair like corn” (p. 5) thus is the 

                                                
16 Marina Warner, 1999, op. cit., p. 363, original emphasis. For more information on the 
significance and language of hair, see Chapter 21: “The Language of Hair: Donkeyskin III,” 
Ibid., pp. 353-69. 
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princess transfigured into gold in the first fairy tale of Serafine and Snow White with 

a difference: Snow White is the only dark heroine who is “as white as snow, as red 

as blood” yet “as black as the wood of the window-frame.”17 Simultaneously, Xanthe 

has kinship to the king in the tale, for her boyfriend tells her: “everything you touch 

turns into gold” (p. 362). 

It is made explicit that the porcelain coldness in the outward appearance of 

Xanthe is a literal manifestation of her ‘heartlessness’ inside: “Behind her back, they 

said she had a splinter of ice in her heart from the Snow Queen’s mirror, it was plain 

to see in her eyes, like the blue of reflected light in snow” (p. 274), paralleling the 

story of Kay in “the Snow Queen,” who lies on the frozen lake, which the Snow 

Queen calls the “Mirror of Reason” on which her throne sits, with a troll-mirror 

splinter in his heart. Xanthe is “gold” and “stony,” or, like Ariel in the Elizabethan 

plot, “obsidian through and through” (p. 186) without the Achilles’ heel in her 

inimically steadfast rejection of love towards other men, including her father, towards 

whom she feels hatred: “‘I think I’ve always hated Poppa, as far back as I can 

remember’” (p. 330). Crucially then, the curses of the good fairy, the Princess Alicia, 

and the wicked fairy, Astrid, have proved potent enough to literalise themselves in 

her life. However, Xanthe believes “she did not feel a lack” (p. 274), unlike the 

princess in the tale, who felt a hole in her heart until she fell in love with the young 

knight. Xanthe is “empty of longing” (p. 297) though. Miranda hyperbolises the 

invulnerability of Xanthe, which she aspires after, with words bolstering Xanthe’s 

correlation to princesses in fairy tales: 

 
 
It was as if she had a set of keys in her keeping to a concealed chamber 
Miranda wanted to enter, or a magic sword or a cap or a pair of boots, invisible 
but rendering her invincible, and Miranda, in order to find out what the secret of 
her invulnerability was, had to stay close by Xanthe’s side. (p. 281) 
 

As in “Bluebeard,” the “concealed chamber” stands for the tree of the knowledge of 

good and evil, that is, a forbidden secret knowledge, whose “key” Miranda thinks 

Xanthe possesses. However, Xanthe is at the same time Rapunzel locked in her 

tower: “‘Poppa would have liked to marry me myself if he could… Under lock and 

                                                
17 Quoted in Marina Warner, 1999, op. cit., p. 365, my emphasis. 
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key, lock and key, in the tower for ever’” (p. 329), again with a difference: Rapunzel 

is imprisoned in the tower by the queen. 

An analogous parallelism is aptly established also between the inside, i.e., 

character, perceptions and identity, and outside of Miranda, who is a chaotic figure 

thus the alter ego of Xanthe. Pitted against her, Miranda has brown eyes, “dark 

curls” and “bushy hair” (p. 235; 245), and is taller, whilst Xanthe has a “candy 

radiance of pink and gold, and rounder, too, more neatly assembled, wrist to hand, 

neck to shoulders, ankle to foot. All these junctures in Miranda were knobblier and 

more angular” (p. 246).18 Miranda wonders at “how neatly Xanthe despatched it 

[chocolate gâteau], while at her place there were crumbs and drips down the side 

of her coffee cup” (p. 273).19 The repetition of the word “neat” and its cognates in 

relation to Xanthe posits her in austere contrast with Miranda, whose unsettled 

appearance accordingly exudes fear in Xanthe: 

 
 
Miranda had a skewed air, her dark curls sprang up on her head so that the 
younger girl notices little black hairs running down the vertebrae of her neck to 
the nape; there was a feral shine and speed to her too, something uncontained, 
and it scared the younger girl. (p. 235) 
 

Being worlds apart in terms of physical appearance, Xanthe the “groomed” one, who 

is brought up in a quintessentially English family, finds Miranda uncanny due to her 

darkness, “skewed air,” “feral shine” and “uncontained” nature, connoting wildness 

and chaos. The concept of physical appearance as incidental to the inside is 

explicitly uttered in Miranda’s rumination about herself: 

 
 
She herself was always dishevelled, outside, and, more crucially, inside as 
well. People took off their glasses when they were talking to Miranda, and wiped 
them absent-mindedly, not certain whether the smudginess in their image of 
her was on their lenses or something in her aura. (p. 272)20 
 

                                                
18 My emphasis. 
19 My emphasis. 
20 My emphasis. 
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Miranda’s “dishevelment” on the inside and outside brooks no ready decoding of her 

by those who attempt to frame or objectify her through their “lenses,” i.e., appraising 

and appropriative gazes, with all the implications of distance, perspective, objectivity 

and mastery, leaving the location of the “smudginess” ambiguous. Similarly with her 

“blurred” “image” in the photograph earlier, her “dishevelment” or “smudginess” is a 

trope for her hybrid identity. Yet another instance of attempts by the male gaze at 

‘framing’ her is axiomatic in the following dialogue between Miranda and Anthony, 

where she relates to her grandfather how Parisian men perceive her: 

 
 
‘One does call me his tulipe noire… Another says I smell of the sea, like 
oysters, fresh and salty.’ Miranda giggled. ‘Another told me he had a dream, 
there was a fountain and it had a name, clear as a bell in his dream: Jouvence. 
He was dipped in it by me. Oh, I’m an exotic to them – being a bit of a “musty,” 
as Feeney used to call it, isn’t anything to deny here in Paris. Everyone loves 
me for the very things that you want me to cover up! Only the Persian engineer 
with the sloppy eyes doesn’t see me exotic, because he’s that way himself.’ (pp. 
249-50) 
 

In Paris, Miranda is enmeshed in a position where her body as the ultimate sign of 

her hybridity triggers off a plethora of definitions all, however, converging on her 

exoticness: she is the “tulipe noire,” i.e., the queen of night; her smell evokes the 

island; and her jouvence, i.e., youth, refreshes the looker since being dipped in the 

fountain of Jouvence entails becoming young again. On the other hand, Miranda’s 

searing remark at Anthony reveals that, despite those objectifications meted out to 

her body, she regards Paris as an opportune place to stay since she is at home with 

her hybridity there: Miranda looks outside the car’s window to “capture the pace and 

temperament of this city where she felt so happy, where she wanted to stay” (p. 

241). In London, on the other hand, her mustiness is a feature to be “covered up.” 

Representative of such an intransigently hostile attitude towards the other, Gillian 

Everard constantly downplays Miranda with such labels as “awfully swarthy” (p. 237) 

or “tramp” (p. 236), thinking she and her family are not commensurate with the 

ostensible west european standards. The encounter between Miranda and Anthony 

in the parlour of the hotel is also revealing in this sense. Miranda’s a-month-long 

stay at Hotel Davenant is due to her evacuation by her parents for a second time for 

an unspecified period of time, this time due to a series of golf games in Le Touquet. 

The reason for Anthony’s visit is his resoluteness in taking Miranda back to London 
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since he construes it as unseemly for a girl of her age to stay there alone. The first 

time Miranda sees her grandfather, he is “erect against the window” (p. 231),21 

accentuating his controlled attitude, and when she reaches to peck him, she “felt the 

smooth skin on his chin, smelled the lotion he used on his hair (not bay rum, not 

like her father, but a sweeter perfume, limewater and rose.)” (p. 231).22 The mention 

of the “bay rum,” which is made from the leaves and/or berries of the West Indian 

Bay tree and from rum, a distilled beverage made from sugarcane by-products, 

whose production predominantly occurs in and around the Caribbean Islands, 

serves to connect Kit to the islands whilst contrasting him with Anthony, who is 

cohesively associated with London. A brief exchange between the two culminates in 

his reproach, which further exposes the difference between the two families: 

 
 
‘You’ve no idea where they are, have you?’ 
Miranda began to cry. 
Everard stood up, embarrassed by her lack of control; the family trait had 
skipped him by, but it had surfaced in Kit with a vengeance, and of course, as 
he might have expected, been compounded in Kit’s daughter by Astrid’s 
capriciousness. ‘I think I might make inquiries, try to trace them. After all, we 
can’t leave you living like this.’ 
‘Why not? I’m so happy. There’s nothing wrong, nothing at all.’ She was 
beseeching him. 
‘What? You’ve been seeing men, men you don’t even know. You’re modelling in 
an artist’s studio. And working in a bar. Living off tips.’ The italics in the mild 
voice were shrieking at her. ‘And quartered in that shabby place. You say 
nothing’s wrong. Tell me, young woman, what is right about this way of life?’ (p. 
249) 
 

Anthony’s inimicality towards Dionysian irrationality resurfaces here when he 

disparagingly construes Miranda’s crying as “lack of control” moulded with 

“capriciousness” inherited from her parents. What Kit and Astrid construe as “clean 

and respectable and quiet” (p. 230) is designated as “grimy” (p. 233) and a “shabby 

place” by Anthony. Whereas Kit and Astrid are infamous for their “craziness” (p. 

272), meaning their quarrels, and there is “trouble, always trouble stirring in the air 

round Kit and round Astrid” (p. 235), Anthony retains his “control.” However, when 

Miranda stops crying and talks to him about how she is defined by others as “exotic” 

in Paris, “his eyes were kind, she had moved him, he’d perhaps remembered 

                                                
21 My emphasis. 
22 My emphasis. 
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something, her grandmother, his boyhood” (p. 250), and when she says she has to 

wait there for her parents, for they wanted her to do so, he 

 
 
came up to her, handed her the spruce crimson silk handkerchief from his 
breast pocket and touched her hair, awkwardly. But she felt the tentativeness in 
his touch, the memory of something at his fingertips (p. 250). 
 

What could be made from this is the fact that however much Anthony represents 

that impeccable Englishness, his island background “bubbles up” only to open up 

cracks or fissures in his otherwise unswerving allegiance to Apollonian order, thus 

positing him in a liminal position. 

Without the safety of the univocality of Xanthe, Miranda also possesses none 

of Xanthe’s inimicality against men; quite the contrary, she indulges in consensual 

sexual intercourse with men, to take one salient example: 

 
 
[i]t excited her to feel a man... shudder as he pressed himself against her... She 
knew what she could do to him, things she bet porcelain Xanthe would never 
know (p. 246). 
 

If “gold and white” that characterises Xanthe “clothes the angels,”23 then Miranda as 

her mirror opposite is a dark witch, aligning herself with her antecedents, notably, 

Ariel, Sycorax and Serafine. It is, however, an acknowledged premise that the angel 

in the house must be ‘killed’ so that productivity, a desired quality, can be achieved. 

Within this framework, the mirror scene in the Ladies in the café in Paris is 

momentous: 

 
 
‘You look fabulous, you know,’ said Miranda, deciding to take the part of 
generosity over envy… 
‘Goody,’ said Xanthe. They looked at the picture in the mirror of themselves 
side by side… 
They smiled at each other in the mirror, and Miranda said again, ‘You do 
look so beautiful and grownup, it’s amazing to me!’ 

                                                
23 Marina Warner, 1999, op. cit., p. 243. 
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… Miranda would have liked Xanthe to make some reassuring remark in 
return. Men always had an obvious motive, so their compliments didn’t mean 
anything; a woman’s was more honest, usually. But none was forthcoming 
from Xanthe, and the silence, like so many in Miranda’s experience, 
quickened her panic and her urge to make her mark. (p. 246)24 
 

In the first instance, due to Miranda’s insistence upon “some reassuring remark” 

from Xanthe, who is “in the mirror,” the scene is reminiscent of “Snow White,” with 

the Queen’s looking glass, which is a male-authored text, for it is “the patriarchal 

voice of judgment that rules the Queen’s – and every woman’s – self-evaluation… 

his voice [that] resides now in her own mirror, her own mind.”25 Xanthe’s lapse into 

“silence” instead of making a compliment symbolises Miranda’s ‘invisibility’ in the 

patriarchal system of representation considering that “[t]he mirror is traditionally a 

metaphor for Realism,” and that “[t]he realist world is a specular world: seeing is 

believing, what is not seen cannot be there…”26 Miranda is, here, an ambivalent 

Dracula-figure who evades the representation of the patriarchal “mirror,” thus at the 

same time subverting its power since she is there regardless of whether ‘seen’ or 

not. She is, in fact, envious of Xanthe’s beauty, but she compliments Xanthe so that 

she feels noble, “which on balance hurt less than letting her dismay at Xanthe’s 

poise work its sharp point into her” (p. 245).27 The employment of phallic vocabulary 

with respect to Xanthe is apt since her silence derives from the fact that Miranda is 

‘refracted’ in her eyes, for she has internalised the patriarchal and colonialist 

impositions on the female body. The narrator’s insight into Xanthe’s consciousness 

unveils her acceptance of the canonical formulation of the female body through 

which she judges Miranda by agreeing mainly with her mother, who claims Miranda 

looks “a bit cheap because she never looked altogether clean” (p. 246), thus 

evoking the eurocentric construction of a correlation between darkness and filth, as 

it is also explored in Chapter 2 with respect to Caliban.28 Therefore, Xanthe impedes 

that intimate embrace between women that Irigaray suggests the speculum provides 

one with by failing to see the inner beauty of Miranda. That they are said to stay 

                                                
24 My emphasis. 
25 Sandra M. Gilbert and Susan Gubar, op. cit., p. 38. 
26 Ruth Robbins, Literary Feminisms, USA, St. Martin’s Press, inc., 2000, p. 161, my 
emphasis. 
27 My emphasis. 
28 The word “eurocentric” is employed within this context; however, it is a prevalent tendency 
that also extends to eastern countries, where even dark people find filthy those who are still 
darker, which posits it as a relational concept. 
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“side by side” suffices to highlight the artificiality in the act of splitting the female into 

angel and demon by revealing their inherent oneness. 

However, even a glimpse of Miranda in the mirror engenders a fissure in the 

façade of Xanthe’s patriarchal knowledge, thereby turning this mirror scene into a 

“mirror stage” on the part of Xanthe, considering the mirror stage involves 

“transformation [that] takes place in the subject”:29 

 
 
Yet Xanthe’s tidy existence felt mussed in Miranda’s company; she 
experienced a sudden, vivid awareness of prohibitions hedging her about, and 
with the awareness, a desire to break them. (p. 246)30 
 

This “mirror stage” could then be employed as a heuristic tool whereby the ensuing 

transformations in Xanthe’s life can be interpreted. Now Xanthe wishes to stay in 

Paris, too, and seeing Anthony is adamant in taking them back, she, for the first time 

in the novel, shouts “I hate you” with a “voice, so accustomed to obedience, 

continued in courtesy, but its ring of conviction was sharpening” (p. 253). In the next 

part set in London, Xanthe is said to have “a flat of her own” (p. 274) at around the 

same age as Ariel, and has her first boyfriend, thus is leaving childhood behind.31 

This is a significant step in Xanthe’s life that takes her away from the tyranny of her 

father, who calls her “my little woman” (p. 244),32 incestuous-intended as in the play, 

and due to his Prospero-like Oedipal rivalry with her “aspiring boyfriends” (p. 273), 

he “provoked her visiting friends to compete with him, physically as in the round of 

headstands, or mentally, in argument, and he would then show them the door” (p. 

273). Xanthe’s hostility towards other men is ascribed to her father’s attitude: 

“Something inside her had been stunned by his assiduous rivalry; she did not seem 

capable of passion” (p. 274). 

                                                
29 Jacques Lacan, “‘The Mirror Stage as Formative of the Function of the I as revealed in 
Psychoanalytic Experience,” Ecrits, A Selection, Trans. by Alan Sheridan, pp. 1-7, 
reproduced in Modern Literary Theory: A Reader, Trans. by B. Brewater, Ed. by Philip 
Rice and Patricia Waugh, London, New York, Melbourne, Auckland, Edward Arnold, 1989, 
pp. 122-27, p. 122. 
30 My emphasis. 
31 It is to be explored in detail in the next part. 
32 My emphasis. 
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The ensuing chapter set in London in the 1960s opens with Miranda on an 

old-fashioned commuter train, whose significance derives from the fact that it is a 

liminal space with its potential of engendering a sort of transformation on a personal 

scale. What ensues is the mention of a related threshold in relation to the larger film 

sector: Miranda is heading for an interview with a famous French film director Jean-

Claude Meursault about the very first film he is shooting in Britain, “which was a 

supreme sign that the decade was making all the difference to the world’s view of 

the country, and its relation to the avant-garde” (p. 255),33 which represents a 

pushing of the boundaries of what is accepted as the norm or the status quo. The 

director’s surname serves to connect him to the main character and narrator of 

Camus’ The Stranger, where Meursault functions as an illustration of the idea of the 

absurd, turning upside down a conventional outlook on life, and the fact that he lives 

his existential life in Algiers has obvious connotations of Sycorax. Within this 

respect, the words of Annabel, the press girl, to Miranda well delineates the fact that 

England is on the verge of change: 

 
 
‘We’re changing everything! Look at the movies – think of Jean Claude’s 
movies! They’re just unimaginably different from anything that’s happened 
before and they’re changing everything. There aren’t any barriers, no holds 
barred, nothing we can’t do now! 
‘You only have to want it and want it enough.’ (p. 268) 
 

The name of the alternative newspaper for which Miranda is to do the interview also 

proves significant in this respect: 

 
 
Blot in her view was well-named, for every page was printed in several coloured 
inks and a variety of types, and then overprinted in palimpsest. Any image, 
black-and-white or colour, was always worsted in this optical smorgasbord. (p. 
255)34 
 

In its nature of a “palimpsest” or “smorgasbord” that entails plurality and pastiche, 

coupled with the fact that one of the synonyms of “smorgasbord” is suggestively 

                                                
33 My emphasis. 
34 My emphasis. 
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“witch’s brew,”35 Blot is a variant of Sycorax’s churn or bowl, emblematising the 

novel with its aspiration to host various his/herstories thus far attempted to be 

erased. 

One of the scenes in the film, as yet untitled, features young women among 

hulks of cars, one of them being a naked girl in dark glasses, with “thin white legs in 

heels just touching the cinder-strewn wasteground” (pp. 257-58), whilst she is 

reading from the first chapter of Soul on Ice, a book of essays by Eldridge Cleaver, 

a black author, a prominent American civil rights leader, and a key member of the 

Black Panther Party, whose book, written in prison, was influential in the Black 

Power Movement. Miranda is moved by the accompanying lines: “[t]he words spoke 

truth; shivered up and down inside her” (p. 258): 

 
 
I hate you 
Because you’re white. 
Your white meat 
Is nightmare food. 
White is 
The skin of evil. 
Loving you thus 
And hating you so, 
My heart is torn in two. (p. 258) 
 

Then suddenly, from behind the cars three Black Panthers, freedom fighters in 

terrorist gear, black berets, black tracksuits and rifles leap down the car wrecks and 

head towards the girl, when the director cuts the scene. It is against the backdrop of 

such a film replete with violence towards white culture revolving around the white 

female body that the interview of Miranda with the French film director Meursault 

starts. He explains the film’s message as such: “female sexuality and capitalist 

codes of production are intertwined… The difference is that women collude in their 

subjection. They think it’s power” (p. 260). Thus, for Jennifer Sparrow, “the attack on 

the white actress strikes a blow against capitalism.”36 

                                                
35 “smorgasbord,” http://www.thefreedictionary.com/smorgasbord, retrieved on 20 November 
2008, last updated in 2008. 
36 Jennifer Sparrow, “Strategic Créolité: Caliban and Miranda after Empire,” Literature and 
Racial Ambiguity, Ed. by Teresa Hubel and Neil Brooks, Amsterdam, New York, Rodopi, 
2002, pp. 117-40, p. 126. 
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The novel silently argues that “[r]eality is a question of perspective,”37 

staunchly backing it up through novelistic devices such as the orchestration of 

chapters, and through the events or explicit comments by the protagonists. An 

earlier example would be Anthony’s comment upon his superstitious side: “‘The 

question is always interpretation… The augur’s skill didn’t consist in luck with the 

omens, but in reading them right” (p. 252),38 thus also obliquely referring to the way 

Sycorax failed to “read” the “reality.” Such inexorable disbelief in some fixed truth is 

now voiced by Meursault: 

 
 
The great lie of the last two hundred years has been the mistaken idea that 
realism is a way of telling the truth. Is Shakespeare realistic? I like it very much 
when Othello says, “Rude am I in my speech”, and then speaks like eloquence 
itself. That is Art. That is the essence of Art. Do you think Hamlet the Dane 
spoke such beautiful English? (p. 261) 
 

That this explicit comment by Meursault upon the relativity of “the truth” is made 

mainly through Shakespeare renders it a metafictional device encapsulating the 

strategy of the novel: turning to a topos in the past by rewriting a literary text for 

political purposes. Meursault makes another metafictional comment upon the nature 

of the novel, claiming, first, that his films are, on the contrary, “artefacts –  they’re 

unnatural, contrived, fashioned, unrealistic, on purpose. They’re directed” (p. 261), 

and second, that “Blot what my film means. I make a montage” (p. 262), pointing out 

both the novel’s category as metafiction and its “palimpsestic” nature as well as its 

employment of spatial narrative trope corresponding to the montage mode in film. 

Once the interview ends, the tables are turned, now it is Miranda that 

undertakes the role of the coloniser: she is “caught up in her work, in the looking it 

required, a gaze that was intense and scrutinising without allowing any personal 

exchange of feeling to take place” (p. 263). She is significantly taking the photo of a 

black actor, one of the Black Panthers, George Felix.39 However, this encounter 

between a “musty” female and a black male that turns out to be that of Miranda and 

Caliban in The Tempest for reasons to be explored in due course becomes yet 

                                                
37 Salman Rushdie, 1995, op. cit., p. 165. 
38 My emphasis. 
39 George Felix Allen (born March 8, 1952) is a former Republican United States Senator 
from the Commonwealth of Virginia. 
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more tangled as it progresses. Tellingly, it constitutes an alternative scene to that of 

the attempted rape in the play, the roles of victim and aggressor being reversed. 

Enraged at being ‘framed’, George Felix retorts without any wobble: “‘Some bitch 

exploiting me, joining in the fucking imperialist adventure, selling my image...’” (p. 

263) However, Miranda realises “the theatricality of the gesture” when he shakes 

her off “with a toss of the head,” concluding that he “enjoyed being angry” (p. 264). 

George continues with a yet more searing critique of white authority through the 

person of Miranda: 

 
 
‘Aha, Whitey didn’t get a chance to ask. And isn’t that just the case with 
everything you gone and done over the centuries of black oppression? You 
never had the chance to ask – the slaves, the chain gang, the artists who got 
burned out making entertainment for you and looking pretty for you, taking 
Whitey’s junk, the white pigs’ white junk. Oh baby, you’re one hell of a fantastic 
heap of self-delusion, you say you’re on my side. You bourgeois liberals – 
you’re the pits. I’d rather have a racist straight up and on the rocks any day. You 
don’t know shit.’ (pp. 264-65) 
 

which puts her back in the position of both coloniser and a colonised subject since 

she “felt on display under George’s attack. She was trembling, hot tears sprang to 

her eyes” (p. 265). George’s main anger is directed at her statement that she is on 

his or their side. Miranda’s “your” is, in fact, not politically correct and, since it 

includes a form of categorisation, it serves as an example to the unintentional and 

unconscious subtle racism, which is much more prevalent than overt racism at that 

time in England which does not disappear with the changed laws. Subtle racism is 

rooted in the racist policies in the past and is harder to identify than the overt form of 

racism. This is why George emphasises his preference of a “racist” whom he could 

openly confront. In return, George’s prejudiced criticism based upon appearances 

also serves as an example to subtle racism on part of him since to him “she was as 

different as anyone who wasn’t black” (p. 267). 

What is also juxtaposed is the difference in their accents through the 

consciousness of Miranda: 

 
 
Her voice sounded tinkly to her ears, tinkly and absurdly well-brought up; his 
own voice was vibrant, an actor’s timbre, trained to come from deep in the 
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diaphragm, while his accent slid around, hinting at American films and North 
London schooling and drama classes, and beneath these layers, the islands’ 
underswell rose. So that from the sound of him she grasped the archaeology of 
his life. (p. 266) 
 

Considering that “accent” is almost as revealing as skin colour, George’s eloquence 

in the white culture’s language, most probably like Caliban or Serafine’s, is 

‘coloured’ by a difference, not a mistake, in his “accent,” which is exhibited to be 

socially constructed since it reveals “the archaeology of his life,” that is, not only his 

birth but his background. Within this respect, George’s ‘coloured’ “accent” is 

palimpsestic in its quality of hosting three differing backgrounds: America, London 

and the island, whilst Miranda’s is univocal due to her strictly London upbringing. 

Miranda is experiencing the “classic liberal guilt” (p. 268) of a colonist 

descendant, all along, thinking, “I should declare my allegiance” (p. 268) but instead: 

 
 
She dropped her gaze, flinched, she wanted to say, again, absurdly, ‘I’m with 
you, all the way. I’m on your side, I’ll always be on your side. I can’t tell you how 
bad it feels to be one of them; besides, I’ve not chosen… I don’t want to be a 
member of the… to be bourgeois.’ (p. 266) 
 

It is the family’s Creole past that compels Miranda to identify herself with the 

coloured, and the diasporic nature of her Creole ancestry pushes her to embark on 

a relationship with the black actor: 

 
 
Indeed she would have liked to tell him about her father who was called Nigger 
Everard at school and spurned in his own family because his mother had been 
Creole; she wanted to tell him about Feeney whom she loved; how she herself 
was a musty, couldn’t he see it? (p. 266) 
 

The attraction that Miranda feels towards George Felix is grounded in a perception 

that they share the hybrid nature of a colonial as well as post-colonial identity and 

the common fate of Creolisation. For Sparrow, Miranda’s decision to align herself 

with George/Caliban and with the revolutionary politics of black nationalism involves 

“an opportunity to denounce the misogyny that informed much of the movement’s 
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rhetoric.”40 However, when set alongside the black colonised subjects, Miranda is in 

fact privileged in that she “hadn’t suffered injury or contempt; she had no reason to 

blaze, unlike George Felix. To others she merely looked a bit different, and it lent 

her glamour” (p. 267). 

The narrator’s explicit comment upon the scene underscores the 

transformation that is taking place in Miranda, most notably, through the 

employment of the conjunction “yet”: 

 
 
she did not yet know that she could not plead from her position of privilege 
that she had suffered too – ‘So you want to annex our wrongs as well, do you? 
He might well have answered to her in just bitterness. This, Miranda did not yet 
understand. That day, she only realised that nobody wants their special 
enemy, chosen with care and attacked with force, to renounce the role and 
thrown down arms and instead bare their breasts for an embrace. (p. 266)41 
 

The above paragraph also reveals the narrator’s disapproval of George Felix’s 

intransigently hostile attitude towards Miranda, whom he sees as his “special 

enemy,” whereby he would not “renounce” that “role” and bury the hatchet. That the 

expression chosen to mean making peace, “bare their breasts for an embrace,” has 

sexual overtones alludes to the issue of miscegenation between Caliban and 

Miranda in The Tempest. Unlike in the play, where the dynamics of the play brook 

no union between the two, in the novel, when George phones Miranda to apologise, 

they have sexual intercourse: 

 
 
[she] leapt at the chance with all her puppyish longing to stop the mouth of 
anger, to staunch the flow of hurt, and that he had in shame at the tenderness 
he had disclosed to her… she felt the act and the pleasure it had given them 
had undone the earlier bout of rage and made them quits (pp. 279-80). 
 

The highly-charged ‘encounter’ that culminates in a one-night-stand is driven, for 

Miranda, by equal parts of guilt and lust. Miranda’s rumination over their relationship 

through the metaphor of the chess game is yet another allusion to the play: 

                                                
40 Jennifer Sparrow, op. cit., p. 127. 
41 My emphasis. 
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she had an incoherent sense that he and she together were being pushed in 
squares of black-and-white across the game board, and she didn’t want to 
comply with the games masters by speaking aloud, let alone complaining, of the 
antagonisms they orchestrated. (p. 262) 
 

and delineates her awareness of the power politics of the “masters,” in the same 

way as her namesake in The Tempest is attuned to the political nuances of 

Prospero’s magic. 

It is after this encounter that Miranda “had dabbed her skin generously with 

patchouli” to smell more like an islander, and “had recently frizzed up her hair with 

currycombs to give herself an Afro” (p. 270) apparently to look yet darker, thus 

compensating for and relieving herself of her guilt about her failure to state her 

allegiance. The argument Miranda and Xanthe wade into upon the first encounter 

between Miranda and George unravels the differences in their attitude towards their 

consensual past: the first landing of Sir Christopher Everard on the island 350 years 

ago. Miranda is “still shaky over it. Because [George] was right, deep down, right” 

(p. 279); however, Xanthe is brisk about her criticism at Miranda’s guilty conscious, 

in denial of her responsibility for the past: 

 
 
how can you feel guilty about something you had nothing to do with? All that 
stuff about oppression… Miranda! It happened three-and-a-half centuries ago. 
‘Guilt is unhealthy anyway…’ ‘It only leads to frustration and depression, and 
they don’t do anyone any good at all, let alone those people you want to help. 
Be logical. You aren’t responsible for whatever you think happened. If you were, 
every single German should have been punished for the Nazis – but we don’t 
say “Chop off his head’” about every goddamn Mein Herr we come across. It 
would be absurd. And now you believe – because of this uptight fucker Felix – 
that you’ve got the blood of ten million slaves on your hands.’ (p. 279) 
 

Xanthe is rather pragmatic about “oppression,” which she thinks remained in the 

past, disregarding its residue that still lurks in every layer of the present-day society, 

extending to the future. The issue of attitude towards one’s past is taken up when 

Xanthe invites Miranda to Enfant-Béate for the one-day celebrations of “the three-

hundred-and-fiftieth anniversary of the landing of the pioneer planter Sir Christopher 

Everard, their ancestor” (p. 274) since she is accompanying her boyfriend, Simon 

Nebris, who is a “developer… He has interests there. A small hotel, plans for 
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another…’” (p. 280) The moment Miranda hears about the celebrations: “‘[t]here’s 

going to be the celebration, the pageant, a special one-day game of Flinders, just 

what Poppa detests, fancy dress, dancing in the street” (p. 277), which, meanwhile, 

correlates Anthony to the king in the first fairy tale, Miranda “felt a funny tightening in 

her throat. She swallowed, but no words issued to interrupt Xanthe’s fluency” (p. 

277). Words elude her since she finds the idea unpalatable. Xanthe, on the other 

hand, is staunchly univocal in her pragmatic approach to the past: “it’s History with a 

big H, you can’t make it happen or unhappen just as you please” (p. 278). Mistaking 

Miranda’s hesitation for “hiding” from the past, Xanthe conjures up an image of a 

romantic past that comprises dreams and lost paradises: “‘[t]he Elizabethan seadog, 

the dream of Eldorado, the lost paradise, this is the past that we belong to, you can’t 

hide from it’” (p. 278). Miranda’s attitude, however, is more empathically realistic: 

 
 
She would have said, The slaves, the slaves. The sugar, the Indians who were 
there, the Indians who were brought there afterwards. Feeney and Feeney’s 
parents and grandparents and… her daughter, the one she had to leave behind. 
The plantations. The leg-irons and the floggings. Sugar. Sugar. (p. 278) 
 

The reiterations in her rumination reveal her unease at the idea of a celebration of 

what, to her mind, was extortion and appropriation. 

Anthony’s uncompromising rejection of accompanying Xanthe to Enfant- 

Béate and taking part in the one-day game of Flinders triggers off a number of 

strictures that expose both his attitude towards the past and his position as the 

representative of an unsavoury vestige of a crumbling empire. Simultaneously, 

these calcify his correspondence to Prospero, unravelling their dissimilarities, which 

highlights the stance the novel takes on colonialism. Now that he is over seventy, 

that is, at an age when “Every third thought shall be [his] grave” (Act V, Scene i, line 

311), Anthony’s growing dependence upon his astrologer, paralleling Prospero’s 

dependence on the stars, meets Xanthe’s derision: “That’s what sangay does to you 

in old age. Turns you into a crank” (p. 275). His justification for his refusal to visit the 

island is his fortune-teller’s auguries: 
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‘the day of the anniversary is unlucky for me; I’ve never achieved a house I 
wanted on the twenty-third of any month. And I’ve been warned what could 
happen to me and to the Game they play there if I’m present with my record in 
this particular combination of figures.’ (p. 277) 
 

What follows up, however, is another acerbic critique by Xanthe of her father: 

“Xanthe suspected that her father was hiding from it [his past], that he was only 

sheltering behind his astrologer and her prognoses because he was a coward” (p. 

278). Crucially then, the designation of Anthony’s unequivocal rejection of playing 

Flinders to salvage the game’s present situation as an “ostrich attitude” (p. 277) by 

his friends is an oblique testimony to the justifiability of Xanthe’s criticism. The 

erstwhile Flinders champion now shuns the Game on grounds of its changed shape: 

 
 
In those days, I was playing for the islands – imagine it!” So then Mummy’s 
butting in, protesting, she’s so embarrassed, you know, when Poppa says 
something that reminds her he’s a colonial. “Oh darling, it’s so hard to 
remember that you could have been – on their side.” “It wasn’t their side. It was 
our side, our team was just one of many, representing a part of the whole 
nation, like a country team. Enfant-Béate was the country, and England was the 
town – just that little bit further away.” (p. 275) 
 

This ostensibly innocent “there used to be no ‘us’ and ‘them’ but ‘we’” attitude about 

the Game’s past, which designates each instance of the Other’s assertion of her/his 

difference as nationalistic, in fact, cloaks the underlying politics of assimilation: when 

pronounced by a member from the dominant culture, the pronouns “we” or “our” are 

almost always in the name of the Other, thus overriding and incorporating “all 

colours and creeds” to the point of eliding differences: 

 
 
I really cannot imagine what possessed the committee to allow this nationalism 
to creep in… I’ve pleaded with them, I’ve said, “The Game is a game, not a 
display of national might. It’s Flinders, the game that united all colours and 
creeds – when there was an empire worthy of the name.” (p. 326) 
 

Now that “[t]he players from the islands had been victorious for a decade now” and 

“[t]heir championship had given them influence in the international committees 

where decisions were handed down” (p. 276), which is to say, now that the islanders 
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have been empowered enough to assert their differences “in the international 

committees” and claim what they believe to be their usurped rights, Anthony as 

representative of the Empire is “sulking” (p. 276) on grounds that “the spirit of 

chivalry [is] dying” and “[i]t’s not a play any more. It’s war’” (p. 275; 276). Anthony’s 

mention of “chivalry” in relation with the ‘art’ of Flinders reminds us of Marina 

Warner’s ironic comment on cricket, considering the connection between 

colonialism, and the historically imported game of cricket and the invented Flinders 

highlighted under the title “Lilac/Pink” in Chapter 3: “the history of the West Indies in 

the pioneer years of the seventeenth-century had to appear a graceful, controlled, 

law-abiding act of conquest in the interests of civilization. It had to be cricket,”42 

whilst what reigned was violence and war, historically speaking. 

Xanthe’s criticism of Anthony’s untenable attitude accentuates his kinship to 

Prospero: “‘[h]e’s like a little boy... who’s been toppled from being King of the Castle 

and finds himself the dirty rascal, and then starts bawling’” (p. 276). However, unlike 

Prospero, who is restored to his former position at the end of the play, Anthony’s 

“charms are all o’erthrown” (Epilogue, line 1). Nor is Anthony as powerful as 

Sycorax the black colonised female subject: “Oh, Ant Everard was just envious that 

he was no longer the only power to reckon with” (p. 276) unlike Sycorax, who is “still 

a force to reckon with” (p. 77), albeit dead. That is why he momentarily loses 

speech: “‘[h]e choked out a few words to me about how he felt…’” (p. 276). 

Similarly with the situation of the king in Serafine’s first fairy tale, Anthony is 

in disfavour with who is cast as the fat man in the tale: Simon Nebris, Xanthe’s very 

first boyfriend. The homonym for Sy, the short form of his name, reveals that, like 

The Tempest’s Miranda, Xanthe is dating with “the first / That e’ver I sighed for” 

(Act I, Scene ii, lines 446-47).43 His surname Nebris denotes a fawn’s skin worn 

originally by hunters and others as an appropriate part of their dress, and afterwards 

attributed to have been worn in Greek mythology by Dionysus and his followers. Sy 

Nebris’s connection to the fat man-Dionysus is further established in the following 

paragraph: 

 
                                                
42 Marina Warner, “Between the Colonist and the Creole: Family Bonds, Family Boundaries,” 
Unbecoming Daughters of the Empire, Ed. by Shirley Chew and Anna Rutherford, 
Hebden Bridge, Dangaroo, 1993, pp. 199-204, p. 202, my emphasis. 
43 My emphasis. 
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a clever man; he was in property, hotels, catering. She didn’t fancy him, he was 
a tub of tallow, but he didn’t mind, because he liked her to be around, and she 
liked being with him too, he was funny, worldly, full of schemes and plans. (p. 
273) 
 

The words “tallow” and “worldly” connect him both to the fat man and to the first Kit 

Everard as well as his fellow planters, whom the islanders called the “tallow men.” 

Sy’s kinship to the fat man is calcified as Miranda shivers “at the thought of Xanthe 

with the fat man for her husband” (p. 306). Since the fairy tales retold in the novel 

are almost always ‘twisted’ and since the novel itself turns into one, Sy is an 

amalgam of both the fat man and his young master, the knight, in the tale: “‘[h]e’s… 

my fat knight” (p. 343). 

It could be asserted that the nexus of water, appetite and richness is built 

into Sy’s graphic portrayal: 

 
 
Sy Nebris was a sleek and shiny figure, with a dolphin-like tapering at feet and 
hands, so that he did not seem gross, but rather buoyant, as if in order to keep 
upright and sustain the mass of his ideas and jokes and plans, he needed a 
body like a flotation bladder. He wore a gold signet ring on the little finger of his 
right hand… and he smoked through a short cigarette holder of tortoiseshell, 
touching flame to his and others’ cigarettes with a slender gold lighter. ‘I love 
bits of gold, don’t you?’ (p. 290) 
 

Certain words that are employed in his description: “sleek,” “shiny,” “dolphin-like 

tapering at feet and hands,” “buoyant,” “a body like a flotation bladder,” establish a 

kinship between his fat body symbolising his appetite for ‘sugar’ and ‘gold’, thus also 

Xanthe, and water as it pertains to the island, thus positing Sy as a neo-colonialist 

who has plans in the water where the greedy Manjiku lurks. Miranda’s juxtaposition 

between the fat man’s “little feet” and “his mighty stomach” (p. 296) is, then, a subtle 

criticism of his plans to ‘prosper’ on the island. Similarly, for Zabus, Sy’s “very small, 

albino-mouse-pink genitals” (p. 299) are “in inverse ratio to his huge, neo-colonial 

mapping plans, reminiscent of Mannoni’s ‘Prospero complex’ and the attendant 

Adlerian “inferiority feeling.”44 Sy’s eyes that have “stars deep in the dark blue iris” 

(p. 302) are also axiomatic of his colonial plans. Sy has plans for not sugar, since 

                                                
44 Chantal Zabus, 2002, op. cit., p. 141. 
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the demand is falling, but for tourism on the islands of Enfant-Béate, which, he calls 

his “spiritual home” (p. 303) since he smells money. As a typical colonialist, he 

needs a native go-between to front his operation, which justifies why he chooses Kit 

Everard, who is one of the Everards, “who are authentic, native sons” (p. 303). Sy 

buys the site of the first Kit Everard and his fellow men’s first landing in order to 

‘develop’ it into a special oyster bay so that he will disprove V.S. Naipaul, whose 

words about the Caribbean in The Middle Passage he loosely quotes: 

 
 
What did that famous writer say, a few years ago, when he came back to see 
the land of his birth? That history’s built around achievements, and that nothing 
was ever achieved here in the Caribbean. (p. 304)45 
 

Sy believes that “these islands will survive if they accept their limitations and let us 

help them” (p. 305) since, for him, they are a “‘[n]est of pirates, buccaneers, 

maroons and cannibals. The island’s still strewn with bones’” (p. 294). As well as 

being cast as both the knight and the fat man in the tale, Sy is also the king: he is 

both the modern Kit Everard and Prospero, for he imagines himself as one who “can 

deal with everything – even the might of sea, of the wind” (p. 322). Therefore, 

Xanthe is, in fact, “swapping one dad for another” (p. 329), as Miranda ruminates. 

Additionally, Sy also resembles the hermaphroditic oysters which the fat man is 

eating: “‘Sy isn’t queer, actually. He’s both. Or nothing. Depending on how you look 

at it’” (p. 299). However, like the first Kit Everard, who cautions not to “tempt 

Providence” (p. 180) in his colonial venture, Sy’s conscience warns him in a similar 

way: “shoosh, in case the gods hear us and get a bit cross” (p. 322). What she 

wants being money, the pragmatic Xanthe regards his generosity towards her as a 

“business transaction” (p. 291); and her main reason for coming to the island is to 

irritate her father: 

 
 
she had managed to irritate her best-loved Poppa so badly by leaving him at 
home and coming here with Sy, and though she was sorry, of course she was, 
she was also brimming with the joy of power it gave her [since she] knew they 
were fighting over her allegiance and it was gratifying (p. 298). 

                                                
45 V.S. Naipaul’s exact words are these: “History is built around achievement and creation; 
and nothing was created in the West Indies,” (The Middle Passage: The Caribbean 
Revisited (1962), New York, Vintage Books, 2002, p. 29). 
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The last chapter of “Gold/White” set in “Enfant-Béate, 1969” (p. 290) depicts the 

differing attitudes of Sy Nebris, Xanthe, Miranda and finally, Kit Everard, who joined 

them since he is “the eldest son, and Englishman, born on the island too, and with 

the same name” (p. 280), towards the island, where, Sy believes, they will all feel 

“transformed” (p. 296). The island apparently has the capacity to bestow on people 

a new awareness. It retains its unique sense of time, to begin with, as Sy points out: 

“‘[t]his is the place of lost time if ever there was one. Island tempo, no hurry, 

nowhere to go, nothing to do’” (p. 295). 

The juxtaposition between the chaos of the island and the order that is 

imposed upon it mirrors the island’s ambivalent status as being on the verge of 

gaining its independence since “there’s still resistance – at the highest level” (p. 

302). They all stay in a hotel near Xanadu, a long two-storeyed plantation house, 

inside the gates of which “there was a sense of order; a glimpse of a kitchen garden 

laid out in rows, unlike the providence of pumpkin vines, cotton bushes, self-seeded 

fruit trees and fallen coconuts glimpsed from the car” (p. 296).46 In spite of the 

“order” imposed upon it, the island still retains its challenges: “bats and toads, 

hoppers and other creatures of the night… Such wild things sometimes pay a visit to 

the cottages” (p. 296). As opposed to Paris and London, which champion the 

economy of looking, the island is still full of noises: “‘Do the noises scare you?’” (p. 

305), Miranda asks Xanthe. Miranda hears the “noises” of the island, which she 

construes as a closed system understood strictly by the natives: 

 
 
The tree frogs were hooting on the roof; in the distance a donkey brayed in what 
seemed an agony of yearning, and other, indecipherable noises of the island 
sounded in the night outside like voices speaking a language she did not know, 
an esoteric system like the table manners Sy was teaching his hotel staff. (p. 
306) 
 

The behaviour of English people is also appropriated by the islanders in a way that 

reminds us of Homi Bhabha’s theory of mimicry, whereby he proposes that the 

‘gaze’ of the colonised subjects through which they mimic the coloniser shatters the 

absolute authority of the latter: 

                                                
46 My emphasis. 
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She was to discover that islanders never looked an English man or woman in 
the eye: for they had been taught over the centuries that meeting the masters’ 
glance was dumb insolence. Later she learned too that in consequence the 
islanders considered exchanging looks brought bad luck. (p. 295) 
 

The very first experience of Kit Everard with the island as they are approaching it is 

one of loss: “[h]e was wrapped in the presence of the islands, and yet, recognising 

them, all he could feel was the stab of loss. He could not know any longer what it 

meant to belong somewhere” (p. 292). What is conspicuous is that the more he 

gazes upon the island in search of re-membering his past, the less successful he is: 

 
 
It still looked far away to Kit, like a poster, like a photograph in a calendar, and 
he stood there trying to feel real, trying to connect with this place, but the more 
he squeezed out memories, the more he reminded himself, I was born here, or 
almost here, next door, my mother drowned here, that sea in front of me was 
where she disappeared, my life is interwoven with this place, with these people, 
the more numb he felt and the less he understood. Why had he come? Why 
had he not followed his father’s example and avoided a return to what was 
irretrievably lost? (p. 300) 
 

The island’s escape from his objectifying gaze, however, reminds him of his 

instruction in listening to and feeling, which is how he manages to retrieve his past: 

 
 
He closed his eyes under the burden of his failure and then the island became 
real to him all at once through the sound of the wind and he remembered 
Serafine telling him once when he was a child about the orphanage for the blind 
in Jamieston, and how they learnt to see with their hands. (p. 300) 
 

Serafine’s education of him also becomes a comment on Kit’s undeniable identity as 

a white man since the sense of “smell” is more reliable, as she claims, which serves 

to deconstruct the absolute significance attached to the patriarchal economy of the 

look: 

 
 
‘They’re taught to tell the darkies from the white folks, that’s something they 
have to know, and how’s they going to know it if they can’t see the colour of the 
skin? So the orphan teachers teach them to feel –’ ... ‘But I think that smell will 
do the same – more reliable, too. You smell like a white man, Kit Everard, I’m 
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telling you, but you feel like a black man to me.’ And she cradled his head 
between her dry hands and kissed him on the forehead. (pp. 300-01) 
 

Miranda undergoes a similar experience to Kit’s. Her first feeling once they near the 

island is unease: she “did not feel she was sticking out in the crowd [but she] 

fingered her aureole of artificially assisted Afro and felt a twinge of unease” (p. 292). 

However, the shower she has that day in the hotel becomes a rebirth for Miranda 

through the transforming power of water. Appalled at the pragmaticity of Xanthe and 

Sy, she takes a shower “wanting it to wash away all the grief and envy with it” (pp. 

296-97). She now understands “her mother’s quest for absoluteness” and “Kit’s 

restless discontent”; that “the tension of hunger inside Kit and Astrid” and “their very 

ardour caused recoil”; and that those who were more controlled than them “were 

repelled by their incontinent and unbridled force” (p. 297). Unlike in the mirror scene 

in London, Miranda does not wait for appreciation: 

 
 
The water was beginning to calm Miranda; as her flesh started to tingle and 
flush under its cold torrent, she grasped all the lightness she could muster, 
thought of where she was, of the tropics as a paradise on earth, and stepped 
out of the shower to look appreciatively at her well-knit brown body with its 
hollows and wells where pleasure still lay in hiding, promising futures of 
plenty. (p. 297)47 
 

The words that she has chosen to describe her body correlates it to the bountiful 

island. The previous envy has been washed away: “It was Xanthe rather that was to 

be pitied: she did not know highs and lows or heat or cold but only the tepid no 

man’s land in between” (p. 298). 

The conversation afterwards between Kit and Miranda reveals the 

differences between a hybrid man and a hybrid woman, placing the latter one step 

ahead in terms of insight into relationships: 

 
 
‘There are splendid individuals, of course, but on the whole…’ He shook his 
head. ‘Chaos is the word. Chaos in the family, one woman will have children by 
two, three, four different men, none of them will give her any support… they’ll 

                                                
47 My emphasis. 
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say’ – and Kit slipped into a local accent – … ‘ “Yes, I do have my girlfriend 
here, and another one there, that’s the way we do it, that’s the legacy of slavery 
when we was split up mother from child, man from his woman. Even the priests 
understand it, even they accept that’s how it is.” ’ 
‘But it is the result of slavery!’ Miranda spoke with passion. 
‘What’s done is done, and it’s not a bad way of life,’ Kit grinned, and Miranda 
found herself thinking, he’s coarse, my father has become brutish and coarse. 
He doesn’t care, he never did care, he just takes what he can, it’s the way he 
lives now, that’s what Mum can’t stand… (p. 303)48 
 

Miranda is more attuned to the reverberations of slavery on women than Kit, who 

becomes “brutish” and “coarse” due to the sexist attitude built into his conversation, 

for he regards this situation as favourable to men. Similarly, to Anthony, Kit looks 

like “a man who has somehow managed to find his way in, but has never learned 

the insider’s ways” (p. 326). 

On the whole, the twentieth century has left Gillian and Astrid ‘mad’ with fury, 

one constantly vilifying Kit and his family, the other, Anthony and his family, 

unceasingly cursing Xanthe, so much so that they end up being ‘sick’: Gillian has 

been “[u]p and down,” “dopey” and depressed for a long time and is now on lithium 

(p. 280); and Astrid now lives with nuns in the Convent, where she is being 

“reformed” and “apprenticed to tranquillity” (p. 288). Anthony the quintessential 

English has lost his former power and is crumbling like the vestigial empire. The 

silent argument of this part seems to be that there is a speck of hope for a sea-

change in those who visit the island only if they can experience what Raymond 

Williams calls the process of “unlearning” whereby they would begin to question 

received truths. The next part revolving upon the island experiences of people with 

diverse mentalities contests such potentials. 

                                                
48 Original emphasis. 
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5.3. “Green/Khaki”: “But Doth Suffer a Sea-Change into 

Something Rich and Strange” 

 
 
 

Where are your monuments, your battles, martyrs? 
Where is your tribal memory? Sirs, 

in that gray vault. The sea. The sea 
has locked them up. The sea is History.49 

 
 
 

Part V: “Green/Khaki” that covers a span of fourteen years emblematises the 

polysemic nature of the novel with its orchestration that resists any monistic 

principle: besides an interruption of the narrative mode with Xanthe Everard’s 

telegram to Anthony and Gillian’s letter in return, it employs a doubled spatial 

narrative trope by making the other events revolve around first, the one-day play of 

Flinders between the Visitors (the colonisers) and the Islanders (the colonised), 

which is “to dominate the celebrations” (p. 309) in 1969 on the 350th anniversary of 

the first landing of the pioneer planters, and second, the political coup launched by 

Abdul Malik, a post-colonial Caliban-figure, against the incumbent Government in 

Jamieston in 1983. 

Mimicking the very first scene of The Tempest, which stages a genesis that 

is a repetition of the Genesis, the first chapter of this part that is set in “Enfant-

Béate, 1969” (p. 309) could be argued to commence with a symbolical (re)birth: the 

feminised island Enfant-Béate, the Blessed Child, and “a child of British democracy” 

(p. 313) at that, is about to be born from her motherland since she is on the 

threshold, or in a liminal period of a transition from her ‘containment’ under Britain 

towards self-government and independence from her: “Independence of the Béatois 

from the motherland was imminent” (p. 310).50 The ‘unborn’ island will thus become 

“an island, an isolation, in the severance of birth,”51 that is, once it is free from its 

umbilical cord. It could be asserted, however, that, this ‘rite of passage’, so to speak, 

will prove to be a slow and painful one since the island follows its own ‘childish’ 

                                                
49 From Derek Walcott’s poem, “The Sea is History.” 
50 My emphasis. 
51 Gillian Beer, loc. cit. 
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tempo also in this regard, not quickly following the struggles of former colonies for 

independence upon the dissolution of colonial empires after the Second World War: 

“Enfant-Béate’s getting off to a slow start – other islands in this archipelago, they’re 

all jumping already” (p. 314).52 

The accompanying aural chaos that is precipitated by the noises from the 

crew in The Tempest is here engendered by the noise made by the “male 

spectators and aficionados of the Game” (p. 310) which soon turns into painstaking 

“cacophony” (p. 312): 

 
 
When a stroke failed, they howled, when it succeeded they roared; when the 
island team were pitching and the balls flew at the striker, whirring at 
velocities… they burst into an uproar of delight... At moments of such sweet 
success, some let off firecrackers, other hurled their pennants into the air; 
throughout play… the spectators kept chanting to the beat of drums and the 
blowing of conch shells. (pp. 311-12)53 
 

A justifiable anxiety therefore dominates the dialogue between Sy Nebris, Kit 

Everard and Sir Berkeley Seacole, the incumbent Governor, who are watching the 

Game in the Governor’s box with Lady Seacole, Miranda and Xanthe besides them. 

The ongoing play in the Stockade between the Visitors (the colonisers) and the 

Islanders (the colonised) apparently encapsulating the politics of the island provides 

the backdrop for their exchange revolving around the neo-colonial enterprises of Sy 

Nebris, a neo-colonialist Prospero-figure, who aspires to control “everything – even 

the might of the sea, of the wind” (p. 322) with the aim of “mapping the waters” by 

imposing order on them: having bought the creek – a feminine borderspace – and 

the bridge – a liminal space –, Sy has now bought the sea frontage with seven acres 

lying adjacent to the boundary fence of St Blaise’s Figtree and the wishing saman in 

the churchyard, under which Sycorax is buried, which is also significantly “where the 

first Kit Everard and his men had made their momentous landing” (p. 322), in order 

to cultivate oyster by “control[ling] the flow of fresh water into the tidal creek” (p. 

321).54 For Sy, the island is his oyster; however, the incumbent Governor, Sir 

                                                
52 My emphasis. 
53 My emphasis. 
54 My emphasis. 
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Berkeley Seacole,55 “a plump man in his fifties,” and “a prominent member of the 

coming generation of indigenous and non-white officials, hand-picked to handle 

transition to nationhood on account of his British education, his sturdiness and 

loyalty” (p. 310),56 incisively doubts if “the islands tolerate an expansion of the 

order” Sy is proposing since they are “unused to foreign invasions” (p. 313),57 

adding that the decision belongs to the new internal government that is expected 

during the next elections. Influenced by what is to Sir Berkeley “Marxist-Leninist 

nonsense” (p. 314) on capitalism and imperialism, Atala Seacole, his niece, the only 

woman member of the parliament, is working in opposition to the present 

government. An analogy could be drawn between the “thorns” of the island of The 

Tempest “Which entered their frail shins” (Act IV, Scene i, line 179) and Atala 

Seacole, who is, to Sir Berkeley, a “thorn in my side. A thorn in my party’s side” (p. 

314), considering the double meaning of “side”: one being a part of the body and the 

other, political opinion. 

Appropriately, the landscape of the island that is profoundly gendered as 

feminine due to the creeks, oyster beds and salt ponds mirrors the politics of the 

island in the throes of its initial years of independence, striving to move out from her 

‘containment’ by Britain. The ubiquitous residues of the inexorable institutionalised 

colonialism are intermingled with the local flora: 

 
 
All over the island, there were overgrown remains of plantation mansions, 
sugar-mill towers and boiling houses concealed in the vegetation on the shallow 
lower slopes of the volcano. (p. 324) 
 

In the most resonant case, the noises of the isle that are heard in counterpoint bear 

additional witness to the ambivalent political situation of the island: 

 
 

                                                
55 The surname probably derives from Mary Jane Seacole (1805-1881), a Jamaican-born 
black nurse who served in the Crimean War (1853-56). She was awarded the Crimean 
Medal, the French Legion of Honour and a Turkish medal. Her role as a pioneer of modern 
battlefield nursing is said to have been overshadowed by the better-known story of Florence 
Nightingale, (“Mary Jane Seacole,” http://biography.jrank.org/pages/2879/Seacole-
Mary.html, retrieved on 22 November 2008). 
56 My emphasis. 
57 My emphasis. 
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In the absence of people, and of children especially, the island seemed to have 
floated out of time, turning slowly in its drifting passage on the sea, with the 
breeze speaking in the rigging of the trees and their topheavy masts creaking, 
while a phantom crew worked the sheets and manned below decks. (p. 319)58 
 

Similarly with The Tempest’s island, where the forces of nature are construed by 

the newcomers as threatening, Liamuiga’s challenges that also include winds and 

hurricanes resiliently ‘erode’ the epitomes of colonialism and patriarchy, notably the 

Church of God, Tabernacle of Christ or The Congregation of the Love of Jesus: 

 
 
These were the topmost landmarks on the islands, the special targets of the 
winds’ ferocity, and they therefore stood, gale-torn, with parts missing, like 
pirate ships that used to put in to careen and refit their rigging in the hidden 
cays and coves of the archipelago. (p. 316) 
 

The established correspondence between the churches and “pirate ships” that used 

to hide in the sheltered corners of the archipelago serves to accentuate the nature of 

the planters’ arrival at the island as confiscation and invasion. Like the rest of the 

“improvised buildings” (p. 316) or structures that have been erected, what has 

befallen the marble memorial to Sir Kit Everard in the graveyard, which, Miranda 

and Xanthe, bored with the Game, are visiting, is paradigmic of the island’s 

resistance to colonial power. Sir Kit’s epitaph is meant to bespeak his resounding 

victories: 

 
 
First read then weep when thou art hereby taught 
That Everard lies interréd here, one that bought 
With loss of Noble blood Illustrious Name 
Of a Commander Great in Acts of Fame: 
Trained from his youth in Arms, his courage bold 
Attempted brave Exploits, and uncontrolled 
By Fortune’s fiercest Frowns, he still gave forth 
Large Narratives of Military worth. 
Unsluice your briny floods, what! Can ye keep 
Your eyes from tears and see the marble weep? 
Burst out for shame: or if ye find no vent 
For tears, yet stay, and see the stones relent. (pp. 316-17) 
 

                                                
58 My emphasis. 
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Paralleling the erosion of Prospero’s robe standing as an emblem of (his) patriarchal 

and colonial power, “the stones” of the epitaph have indeed “relented” to the 

“ferocity” of the winds, leaving it distorted, and a large crack has been inflicted upon 

it by the last hurricane, significantly accompanied by an aural chaos precipitated by 

the ‘fall’ of the “bell”: 

 
 
in the last hurricane, the bell of St Blaise’s had been torn from the belfry and 
dashed to the graveyard, where it smashed through the roof over the tomb and 
landed on the gravestone, cracking the sarcophagus, and breaking the 
inscription in two and scoring certain words, so that Miranda, reading it with 
Xanthe… found a different sentence, ‘Weep… blood… in Arms… 
uncontrolled… Narratives of… shame…,’ and tracing the fissure with her 
finger, read it aloud to Xanthe, who laughed. (p. 317)59 
 

The literal deconstruction of “Large Narratives of Military worth,” characterising the 

family’s role in the history of the British Empire, unravels “a different sentence” that 

could only be discerned through the “fissures”: the new sentence tells about the 

“uncontrolled” “Narratives of shame” that engendered “Weep” and “blood.” The way 

Miranda ‘orchestrates’ alternatively out of the now tenuous writings on the epitaph is 

a significant parodic and political gesture, markedly axiomatising the entire modus 

operandi of Indigo: re-visioning, or ‘re-righting’, an entire world and a mode of 

representation dictated by the centre from another point of view that is informed by 

postfeminism and post-colonialism. 

Related and telling too is Miranda’s experience of an epiphany regarding 

photography, which is yet another metafictional device to consider postmodernist 

theories of history whilst making transparent the processes of weaving a fiction. 

Aiming to draw or take their photographs, Miranda is taught a lesson by the 

islanders, who stand “stockstill” (p. 317) whilst being photographed, metaphorically 

contrasting with Miranda’s “shifting” identity, due to which her photograph once 

comes out “blurred.” Musing about her friends who turn to photography in the hope 

of taking authentic photographs so that “the lens’s clean surgical objectivity could 

excise the corrupt legacy of racism, imperialism, orientalism and the other –isms 

that turned all Western consciousness into damaged goods” (p. 320), Miranda 

realises the drawbacks of photography in a flash: 
                                                
59 My emphasis. 
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When I take a photograph it still comes out with my stamp on it. My limits show 
– if only it were so easy to escape out of oneself. The so-called ‘authentic’ 
snapshot always pretends that the photographer didn’t have to be there, isn’t 
responsible, hadn’t anything to do with it. Like a realist novel, like the comments 
people make about situations they’re involved in as if they weren’t – her father 
and Sy for instance. And Xanthe too… (p. 320) 
 

In addition to paralleling the film director Jean-Claude Meursault’s earlier critique of 

Realism as well as the likes of Kit, Sy and Xanthe, Miranda’s rumination that has a 

great political force encapsulates the implied author’s self-criticism of the so-called 

‘distance’ or ‘objectivity’ implied by her act of (re)writing the his/herstories of the 

islanders when, in fact, the novel necessarily “comes out” with the author’s “stamp” 

on it. It also unveils the implied author’s stance on the past, one that claims 

responsibility for whatever was done, which does have an ethical dimension to it. 

Meanwhile, painstaking chaos and confusion reign the Game paralleling the 

power politics of the island. The ongoing game of Flinders soon “erupt[s] into a 

pitched battle” between “factions of home fans and local British patriots as well as 

between the troublemakers and the forces of order” (p. 323; 335). The umpire finally 

declares the home team “fallen” (p. 336), albeit wrongly, as many believe, upon 

which Sir Berkeley Seacole succinctly comments as such: 

 
 
‘The umpire may have been mistaken. He [sic] was sticking to the rules. But the 
time has come when we must change the rules sometimes. Fair play is not 
always fair to all sides in the question. Flinders is a great teacher – but the 
lessons are not always instantly understandable.’ (pp. 337-38) 
 

Positing the umpire and the empire as near homonyms for one another, it could be 

asserted that Sir Berkeley mounts a critique of the empire, which, claiming that the 

islanders are “fallen,” or “heathen,” as the analogy suggests, has invaded and 

penetrated it.  

It is strongly emphasised that “[a]t the moment of crisis” (p. 324), Xanthe and 

Miranda are walking past the saman tree heading towards the sulphurous hot baths, 

the womb-like feminine spaces where Sycorax “conducted her surgery” (p. 124), as 

explored under the title “Indigo/Blue” in Chapter 4. The two girls soon repeat the 

scene between Sycorax and Ariel around three hundred years ago, when Ariel was 
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said to feel floating and tranquil in her embrace with the hot waters in the cistern. 

Xanthe and Miranda, who are wallowing in the waters, too, feel “afloat” (p. 330) and 

“drowsy” since the “water feels so soft, like rose petals...” (p. 329). Miranda’s 

rumination: 

 
 
She thought of the bodies that had steeped themselves here before her, she 
luxuriated in the feeling of closeness, a kind of forbidden closeness, as if, like 
Goldilocks indeed, they were intruding, snuggling in someone else’s bed. (p. 
328) 
 

emblematises her acknowledgment of a female lineage, a kind of female 

“closeness,” which is “forbidden” under patriarchy, paralleling her namesake in The 

Tempest, who acknowledges her connection to “five or six women” that tended her. 

In line with the day when Sycorax instructs Ariel in matters like desire and sex, 

Miranda and Xanthe are pondering over these issues: 

 
 
‘You could go on living together. It seems drastic to marry.’ 
‘It’ll certainly get Poppa’s goat.’ 
It would, of course, but Miranda was surprised that Xanthe was able to declare 
it; it came to her as part of the general illumination in which she was drenched, 
even as she was sitting soaking in the dazzled dark behind her closed eyes: 
Xanthe was not merely facing his fury, but actively desiring it. (p. 328) 
 

The above paragraph openly points to the transforming power of the hot baths, for 

Miranda is said to be “drenched” in a general “illumination,” “soaking” in that “dark 

and backward abysm of time,” that is, connecting to her consensual past with 

Sycorax and Ariel. Whilst Miranda sees marriage as “slavery – for women! Just 

another form of paid sex” (p. 328), Xanthe’s citation of William Blake, “‘[t]he job of 

living. The getting of pleasure! “The lineaments of gratified desire” – not love, of 

course, in some stupid, narrow sense’” (p. 330),60 further emblematises her 

“heartlessness.” 

It is whilst the furious spectators during the frenzy at the game begin “hurling 

bottles and tins and flagpoles” (p. 335) that “chits of children” (p. 331) of about six or 

                                                
60 Gnomic Verses, Several Questions Answered, xvii, 4, The Question answered. 
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seven years old “wearing long white tunics and a kind of turban” (p. 332) begin 

pelting Miranda and Xanthe with mud. This scene of an attack establishes a 

parallelism with that which was launched on Sycorax and Ariel by the first English 

settlers in the seventeenth-century narrative. The black children, it later transpires, 

belong to Jimmy Dunn, an ex-policeman, now named Abdul Malik,61 who is a post-

colonial Caliban-figure who foments political activism against the contemporary 

Prospero’s plot. To Cao Li, “[t]he name has explicit references to 1960s Black Power 

Movement and gestures towards a rejection of slavery and the Christianity 

associated with it.”62 It could thus be claimed that the scene is an allusion to the 

alleged rape scene between Caliban and Miranda with Abdul Malik’s children being 

little “Calibans” with whom Caliban could have “peopled else / This isle” (Act I, 

Scene ii, lines 351), for Sy, like Prospero, “almost cried and talked about rape and 

murder and other horrendous possibilities they’d escaped” (p. 331), thus 

suggestively laying specific emphasis on the possibility of “violation” of the ‘honour’ 

of Xanthe and Miranda. It is through Miranda’s musing that the stand the implied 

author takes is revealed: Miranda thinks they were “trespassing” (p. 332) since they 

did not get permission to enter other people’s territory. Also, when Xanthe, dressed 

in next to nothing, for their clothes have been stolen by the children, shouts at the 

children: “how would you like it if someone took away your clothes and made you 

walk around naked in front of people?” (p. 332), it is Miranda who remembers the 

house slaves serving topless at the time of the slave trade. Xanthe, however, has Sy 

buy this place from the government, “evicting Jimmy Dunn, his family and all its 

extended members [thinking it] would be condign punishment” (p. 345) to turn the 

hot baths into a complex of a massage spa, thus apparently thwarting any possibility 

of them “peopling” the isle with yet more “Calibans.” 

The narrative breaks off here being followed with a different type of narrative, 

with Gillian Everard’s letter to Xanthe from Kensington, dated 1970. Gillian’s letter is 

a response to Xanthe’s cable to her father that reads: 

 
 
‘POPPA DARLING DO NOT WORRY EVERYTHING DANDY EXCEPT 
STOCKADE TURF STOP SY SENDS LOVE STOP MARRIED BY TIME THIS 
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REACHES YOU STOP SEND BLESSING STOP ALL LOVE GOLDIE’ (pp. 337-
38) 
 

Gillian’s purpose is to tell Xanthe how shattered Anthony is and that he will never 

forgive Sy, meanwhile making a statement that sporadically resurfaces in the novel, 

that the past has effects on the future: 

 
 
I was brought up to believe that life repaid in kind, do as you would be done by 
was a kind of charm that worked. But it’s not true, you’ve always had your way 
without lifting your little finger. (p. 340)63 
 

The next chapter that opens in 1983 adopts Liamuiga for its setting instead 

of Enfant-Béate now that the island is an independent nation, thus having reclaimed 

its former name. The chapter mainly delineates the constant tension and struggle 

between the forces of nature and those who have their techniques and artefacts to 

impose on nature. In the ten years Sy and Xanthe have been there, Sy Nebris has 

“gone bald,” and is still “rotund, pinkish-cream all over” (p. 343), and Xanthe’s hair 

now looks childish “with its heat-dried paperiness, and made her look like a typhoid 

survivor whose hair has grown back with primordial fineness” (p. 344), which comes 

to mean that the island proves harmful to them both. Kit Everard, as Sy reports, 

 
 
wallows in his loneliness... he’s clinging on; a second childhood, so undignified. 
Babbling on about his daughter… it’s all present to him, his failed marriage, his 
failed relations with Ant… So Sy was pleased that Kit had taken to the oyster 
fishing with silent concentration; with the two men who did the work, Kit learned 
the trade, sitting in the stern while they puttered out quietly at low tide in the 
estuary to check the beds, watching the surface of the water, the shadows of 
fish and other sea creatures shifting over the gleam of the mother-of-pearl 
matrix where the oysters grew. (p. 342) 
 

Kit retains his ambivalence, for he is “neither altogether boss nor worker, but 

somewhere in between, a lackey who is despised but also feared” (p. 363). Miranda, 

who has returned to live in London, has duly changed less than all the other figures 

over the years. 
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The island still retains its resistance. The “tree rats and the caveys and some 

insects were troublesome” (p. 341), pointing to the presence of vagina dentatas on 

the island, and, to Sy, “[h]ow they so love to gobble up all Goldie’s succulent shoots 

and nibble through the netting to feast on her soft fruit!” (p. 341), whose wording 

correlates Xanthe to the island. In the fourth year of the hotel, a huge tempest, 

namely, “Hurricane Margaret swept the island” (p. 343), and “[t]he oyster beds were 

uprooted and hurled out to sea by the enraged churning of the waves” (p. 343). 

However, owing to the American engineering techniques and architects in Japan the 

hotel was refined to “withstand wind speeds of over two hundred miles an hour” (p. 

343): 

 
 
The hotel buildings swayed and bent to the force of the typhoon, like the cane 
itself, itself, which looked threshed to the ground, but sprang up again in time, 
while the cabins and the tin-roofed huts of the islands’ homes, as well as other 
buildings, the churches, the schools, were smashed to smithereens. (p. 343) 
 

Their hotel called The Spice of Life includes the hot springs turned into a complex of 

sulphur pools for hydrotherapy frequented by the international jet set, thus repeating 

what happened three centuries back in a renewed neo-colonial expropriation, so 

that, for Miranda, Sy and Xanthe have become “monsters” (p. 348), and she thinks, 

“[m]oral outrage cut no ice with her” (p. 348). They duly treat the workers in the 

massage spa as non-entities and deleted subjects: 

 
 
Nobody ever spoke aloud the real specialness of the pleasure: that the tingling 
and the shiver and the plenitude of it were all intensified by the hands and 
breath and labour of the islanders. (p. 347)64 
 

In the eleventh year of The Spice of Life, during the Independence Day parades, 

Abdul Malik, formerly Jimmy Dunn, who has formed the Shining Purity of the One 

God Liberation Movement, launches a political coup at the Government House in 

Jamieston with three soldiers, capturing The Prime Minister along with various 

members of his party and of the opposition, including the parliament’s only woman, 
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Atala Seacole, similar to the three Black Panthers, who leap from behind the cars in 

Jean-Claude Meursault’s film. This scene repeats the abortive conspiracy of Caliban 

with Stephano and Trinculo in The Tempest and that of Dulé and other islanders in 

the seventeenth-century narrative. However, unlike in the play, where Prospero has 

intelligence from Ariel, or in the novel where Kit has intelligence likewise from Ariel, 

here it is emphasised that “[n]obody anticipated the danger that materialised” (p. 

349). The soldiers are in camouflage wearing “khaki combat jackets over narrow 

white leggings, which looked incongruous with the heavy secondhand US Army 

boots they were wearing” (p. 350),65 conveniently mirroring the ambivalence of the 

island, while also informing the colour code of the present chapter: “Green/Khaki.” 

Jimmy Dunn is indeed done with “the selling of the islands to the money-men 

behind the hotels and the casino and all the rest of the tricks the Westerners turned, 

without appearing to do anything but provide a bit of fun and a few jobs” (p. 352). 

The narrative is interrupted to announce the death of Anthony Everard: 

 
 
When Sir ‘Ant’ finally died, many were surprised that he had been living till so 
very recently; Gillian had kept him well-protected, his turned wits concealed 
from the public’s stare. The readers of newspapers nodded sorrowfully over the 
obituaries, where Ant Everard was portrayed as the pattern of a vanished 
breed, the sporting English gentleman, and the last vacant years passed over in 
silence. (p. 351) 
 

The passage harbours within it the cohesively established metaphor of Anthony as 

the vestige of a crumbling empire. The crematorium hands in his ashes in an urn, 

which are aptly strewn on the Stockade. Some bitter irony is added into it by means 

of the revelation of “this last infidelity of the ancient charmer” (p. 351) with his 

astrologer. 

The narrative reverts to the coup Abdul Malik is staging and his speech in 

which he claims he refuses to remain trapped under the colonial influence and calls 

for a repudiation of foreign intervention and American commercialism, apparently 

making a pun on “white lies”: 
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Let’s see the end of the foreign putrefaction in our land. Let’s see the back of 
the gamblers and fornicators, the followers of Satan and Belial, who flaunt 
themselves in the abominable bikini and pour the tained rum punches and mint 
juleps down their throats of evil. Let us say to the US dollar: we don’t want your 
filth here. Let us say to the great plastic card, no, we don’t want you here; let’s 
say to the great white god Jesus Christ we don’t want you here. Let us say 
goodbye to the little white lies. Yes, we have our own riches and they will buy 
us all we need, yes, they will. 
Let us say, ‘Get thee behind me’ to Coca-cola and Pepsi-cola and blue jeans, to 
the concession and the franchise, the deal and the dollar, let us say to the 
Tempter, ‘I see for what you are. Get thee behind me!’ (pp. 354-55)66 
 

Malik’s speech, which contains ideologemes, has “a powerful bearing on the neo-

colonialist era of global capitalism in the post-independence Caribbean.”67 However, 

the narrator comments, “his voice still moved in the cadences of the Bible 

schoolteachers who had taught him a Christian idea of justice” (p. 354), pointing to 

the ambivalence of him as a figure, for his voice discloses “the archaeology of his 

life,” which includes Christian upbringing. Malik’s desire in introducing “his version of 

Islam” (p. 354), which refuses meat and practices retention of semen in sexual 

intercourse to increase strength, and supports polygamy as a principle, does not 

meet approval by the islanders. The coup ends in five days with a death toll of nine 

people, including the Prime Minister and Jimmy Dunn himself, thus turning into 

another doomed coup along with those of Caliban and Dulé, which is appropriate 

within the ideological frame of reference of the novel that rejects violence or 

extremism as a solution. The behaviour of the financiers and statesmen in America 

conveys an ambivalent attitude towards the death of Abdul Malik, since, on the one 

hand, they are glad, but on the other, they think his survival in shame and failure 

would be cleverer politics, thus urging a speedy burial in an unmarked grave. 

The “Independence Day on August 1, the same date as the traditional 

Emancipation Day commemorating the end of slavery, was celebrated without 

further bloodshed” (p. 366). Through the carnival days that follow, Atala Seacole 

takes charge of the volatile situation in the islands, becoming the first female post-

independence Prime Minister of the islands. Although not supportive of Abdul 

Malik’s assault on the local parliament because she is against violence, Atala 

Seacole gives him his due: “he is not the enemy. Things have gone too far. He’s 
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taken the wrong path, this is a calamity. But in essence I know he has some justice 

on his side” (p. 352). Atala feels grateful to Abdul Malik for having cleared the way 

for her and her ideas, in particular, her plans for Xanthe and Sy’s hotel, The Spice of 

Life, and turns the hotel into a training school where the Béatois “will learn other 

skills beside catering and tourism” (p. 375). Atala is acutely aware of the effects 

Liamuiga could have on world politics, and she opines that it might turn itself into “a 

Middle Eastern foothold in the Caribbean” with Abdul Malik becoming “an embryonic 

Colonel Gaddafi or Saddam Huseyin” (p. 367). She declares this at an international 

speech by employing the metonymy of sugar with words resonating those of Maliki: 

 
 
Liamuiga… could act like a rogue virus in the immune system of world politics. 
‘Just like sugar… when it flowed from these islands and poisoned the age of the 
Enlightenment with its attendant trades and plagues! In a chain of greed, sugar 
linked the merchants in Biafra and the Gold Coast to the Yorkshire coaldigger 
who was sipping his cup of sweet hot tea in the chimneynook in order to ease 
his lungs – corruption here can now do the same, it can inflict such wounds on 
the First World that it can never recover. We have the vaccine you need against 
the disease you bring on yourselves!’ (p. 367).  
 

Atala Seacole’s becoming the Prime Minister is highly significant in that she is a 

Sycorax-figure mainly because she has adopted “two ‘problem’ children” even 

though she is not married – and “they were only two of the number on the two 

islands of Enfant-Béate who needed homes, shelter and care” (p. 352). Therefore, 

Sycorax’s island which was confiscated by Prospero and desired by Caliban is now 

returned to female leadership and “self-determination” (p. 352). 

The orchestration of this part as spatial narrative around the coup is 

furthered with the inclusion of the triangular ‘dialogue’, or rather, the interplay 

between the voices of Sycorax, Xanthe and Atala. Specific emphasis is laid upon 

the oysters turning female, which is a harbinger of a sea-change. Xanthe, who has 

gone to Xanadu, which is the ultimate place signifying the effects of colonialism, 

instinctually gets “mad” (p. 362) and is “at a loss” (p. 361) for the first time in her life 

much as she is not aware of the coup, and standing at the heights of the garden 

edge at Xanadu on Oualie, rushes to follow “the column of smoke in the distance 

across the straits” (p. 362), repeating the scene where Ariel followed the smoke to 

the cabin only to see Sycorax burn. In an unaccountable panic, she gets on an 
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“unstanched wench,” that is, a boat like that of Stephano’s “butt of sack” or 

Prospero’s butt, which is “an old bucket” not built “to slash the swell of the sea at 

right angles” (p. 370), taking a rout other than the usual one, one that would land her 

directly on the beach at The Spice of Life, “the Historic Landing Place, where the 

first Kit Everard set foot himself” (p. 371). “Incapable of dying because of her 

obligation to preserve unwritten history in memory,”68 Sycorax, whose body is 

placed as a conduit of transmission, hears Xanthe 

 
 
making many promises to herself and to others, but mostly to Sy, and her words 
joined the traffic of messages in the air: she would try to show him love, she 
swore it… ‘God, I swear I’ll never be mean again to Sy or anyone else.’ (p. 371; 
372) 
 

However, the resolve of Xanthe Everard occurs to Sycorax as “a New Year’s 

resolution, routine false promises, she’s heard far too many of those over the 

centuries to wake up at the sound of another” (p. 373), whilst it is the voice of Atala 

addressing an international audience that “rose and joined in the babble on the air” 

(p. 372), which is to Sycorax’s liking: “I like the fierceness in this one, in her 

demands, it makes up for the weakness she has to show, exposing her wounds, 

asking for remedies” (p. 374). 

Xanthe’s regretful voice as she hovers between life and death stimulates a 

similar process in Sycorax: 

 
 
The drowning voice she hears was making the same mistake, she feels the 
want now that drives love away, that makes loving a mirror in which you only 
see everything you want for yourself. Sycorax remembers, I was blinded to 
Ariel’s needs, her different love, so that I could not bear it when she diverged 
from me… (p. 374) 
 

This alludes to Xanthe being said to be her father’s “favourite mirror” (p. 289), 

pointing to his selfish love for her. This mirror metaphor is the main theme in 

Serafine’s final story to be handled in part five of Chapter 5. 
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At thirty-five, that is, at exactly the same age as Estelle Desjours, who 

undergoes a transformation: “under the sea [she] had a comb of polished 

oystershell” (p. 67), Xanthe drowns “in the pearl beds which she matched with her 

barley hair and her nacreous skin and her thin flesh” (p. 373), thus becoming, 

according to the islanders, yet another victim of Manjiku that lurks in the sea. She is 

counted among the nine fatalities of the coup as “an indirect victim of the coup” (p. 

368). In Serafine’s first fairy tale, the princess turns to gold but is “still alive” and “her 

life is only just beginning” (pp. 11-12). Similarly, Xanthe’s death is clearly a spiritual 

rebirth, from egocentricism to openness to the other: 

 
 
The princess’s spell was wearing off. The godmother had made her wish in 
good faith thirty-five years before, at the christening, to undo the family curse of 
angry, avid restlessness… Only at the very last minute, when so much was 
coming apart around Xanthe, did that fairy decree of long ago stop working and 
Xanthe Everard become vulnerable to love. (p. 373)69 
 

The implication of the whiteness, gildedness and hardness implied by her name 

becomes more explicit when Xanthe drowns and becomes, like the slaves thrown 

from the slave-ship, “grit for oysters” (p. 83), later crushed by Sycorax to mend 

broken bones: 

 
 
In the soft, walled chamber of her marine host, she was mantled in pearl, layer 
upon layer spun about her foreign body until, mummified at the mineral heart of 
a pale rainbow, she became forever smooth and sheeny and hard. (p. 376) 
 

The sea, which is a symbol of the dynamics of life and an agent of both (re)birth and 

disruption, is the one to repair the harm done by the evil in the form of colonialism 

and slavery that uses the sea. Drowning clearly stands for such a sea-change: 

 
 
Sea-changes never come to stillness for some among the dead; they can speak 
and move in the water, and make themselves heard, like the voices that pass 
through Sycorax, like Dulé who stirs fathoms down, and swims as if his legs had 
never been crippled, as a child who is handicapped becomes lithe in a 
swimming pool. But for Xanthe Everard this was the final transformation: a pearl 
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of rare size and beauty, she had become incapable of further motion in mind or 
body; she had given her first and last cry for the love that most people crave all 
their livelong days. (p. 376) 
 

The litheness of Dulé underwater is in austere contrast to the immobility of Xanthe. 

Due to the weight of meanings attributed to the sea and pearl, the deliberately 

thrilling denouement for Xanthe finishes the chapter where it began: with a (re)birth, 

which is also emphasised in the following quotation: “[t]he dreams never came to an 

end, because Xanthe’s body always lay beyond the fogged vista, behind the reef, 

under the cliff” (p. 392). 

A nagging question erupts here: where does the solution lie? The answer is 

to be pinned down in the dialogue between Atala and Sycorax that brings this 

chapter to close: 

 
 
– What shall we do if we are trapped, again? If we fail? – 
Sycorax would have liked to call back, ‘You must not fail! You will not fail!’ But 
there is earth in her throat. After you, she is thinking, everything that began all 
those years ago will be accomplished, and the noises of the isle will be still and 
I – I shall at last come to silence. (p. 376)70 
 

Sycorax’s final words bespeak the implied author’s powerful unconscious, pinning 

hopes in the agency and self-determination of the post-colonial female subject. The 

next chapter furthers this by juxtaposing the lives of Kit and Miranda.  
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5.4. “Maroon/Black”: “Never Till This Day Saw I Him 

Touch’d With Anger, So Distemper’d” 

 
 
 

In every story there is silence, some sight concealed, 
some word unspoken, I believe. 

Till we have spoken the unspoken 
we have not come to the heart of the story.71 

 
 
 

Part VI: “Maroon/Black” structurally consists of a pastiche of two narrative 

modes, the first one being Kit Everard’s letter to Miranda from Liamuiga dated 1980, 

and the other being the narration of the second encounter of Miranda Everard and 

George Felix in London the same year. Such an orchestration serves not only to 

break the concept of unity but also to juxtapose the condition of Kit and Miranda for 

political ends. 

Kit Everard’s letter to Miranda, which sketches his life on Liamuiga, is heavily 

imbricated in the patriarchal value system conveying an ambivalent attitude towards 

women, vacillating between idealisation and degradation with its gender-biased 

vocabulary, whilst it foregrounds the island as a bastion of female resistance against 

those that cater to patriarchy looming large, be they people or buildings. Like 

Prospero, who, in his final years, muses “Every third thought shall be [his] grave” 

(Act V, Scene i, line 311), Kit is “making the best of what time’s left to [him]” (p. 379) 

with his “stiff knees” and “cramped spines” (p. 379). Now that he has no daughter to 

guard, Kit passes his time striving to protect the oysters, or what he calls “my 

beauties,” which “swell up to spawn” (p. 379), against apparently male snails that 

“can bore right through the shell and suck out the flesh inside, nasty little monsters” 

(p. 379). The royal palm looks to Kit “supple and vigorous as a young girl” but its 

dangers are abundant: “a termite’s nest in the roots and a whisper of breeze’ll knock 

it down” (p. 381). Kit’s reaction to female Prime Minister Atala Seacole is revealed in 

his deriding vocabulary: he calls her “the Minister for Economic blablabla” or “Miss 

NowLookHere” and what she speaks but “rhubarb” (p. 380). 

                                                
71 J. M. Coetzee, op. cit., p. 141. 



 365

“Dame Nature” (p. 381) has ruined the enterprise since “the hotel 

foundations had been eaten through – nothing lasts in this climate, appearances to 

the contrary” (pp. 380-81) during a “plague of caveys, boring through – concrete, 

brick and mortar, nothing stops them” (p. 381) despite the resilience of the 

aforementioned state-of-the-art engineering techniques borrowed from the USA and 

Japan. As a result, unlike Sycorax, for whom the cabin was a place of her own, 

sixty-year-old Kit has ended up living “in a cabin by the creek” (p. 380) with Sy, who 

is “shrunk,” has become an “antique” and “dwindled away to nothing” (p. 380) after 

Xanthe’s death. Therefore, like the first Kit’s letter to Rebecca, Kit’s letter to 

Miranda, in fact, implicitly aims to solicit money from her much as he remembers to 

add: “This isn’t a begging letter, believe you me” (p. 381), which can be inferred from 

the fact that a substantial amount of the letter centres on the money Miranda 

devolves upon since her name has been put as the “beneficiary” (p. 381) and Kit’s 

advice on how to spend that money. For Jennifer Sparrow, Kit’s poverty further 

places him in an ambivalent position: 

 
 
Kit’s position in Liamuiga is akin to Rhys’s “white cockroach” in post-
emancipation Jamaica. Without money and power, he has lost his connection 
with “whiteness,” but his family name and history still distance him from the 
islanders.72 
 

The 1980s find Miranda in London, working for Velvet, an illustrator’s 

agency. This part that harbours within it an element of irony is aptly set in that 

decade, for it is one with an “appetite for irony” (p. 383), rather than sugar. The 

moment Miranda happens upon George Felix, who is to model for the charity side of 

ACTion, he is at the rehearsal of a film adaptation of The Tempest in the 

deconsecrated church of Christ the King in Hackney, playing the part of Caliban: he 

is “lying in a twisted shape on the dais in the chancel, where the altar would have 

been… at the feet of the tall, beak-nosed actor” (pp. 386-87), who has his arms 

around the shoulder of his daughter, “a young febrile blonde actress” with glasses 

and “longish hair swept back [and] threaded with grey” (p. 387). The actress 

Miranda is cast as a tempting woman: “[t]he actress bent down to Caliban’s eye 

level, presenting her breasts to his face, and spat at him... the young woman was 
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ranting the speech, was taunting him with smiles, with seductive looks which then 

turned to scorn” (p. 387), and she makes the “Abhorred slave” speech in Act I, 

Scene ii. Presenting an extract from a film adaptation of the play, this scene is yet 

another of the several instances paradigmic of the metafictional nature of the novel. 

Now that the novel is nearing its end, Miranda’s thoughts upon witnessing the scene 

reflect the implied author’s search for ways of transcending the dilemma which both 

the woman and the male other are trapped in: 

 
 
She was thinking, as she watched him in the scene on stage rehearsing again, 
Oh God, how I’d like to learn me a new language. Beyond cursing, beyond 
ranting. (p. 388)73 
 

The scene Miranda witnesses renders her acutely aware of the racist elements in 

the ways in which she pretended to “pass for black in those days,” which also 

involved “[s]elf-hating, denying [her] links” (p. 389). Now she is alive to the fact that 

“the postmodern condition” that is marked by “breakage and disconnection” (p. 392), 

which is what befalls Kit, Sy, Astrid and Gillian, denies one magical thus easy 

solutions, and one must assume responsibility in shaping one’s future, just like Atala 

Seacole: 

 
 
She wasn’t living inside one of Shakespeare’s sweet-tempered comedies, nor in 
one of his late plays with their magical reconciliations, their truces and 
appeasements and surcease of pain. No garland of marriages at the fall of the 
curtain would draw her into its charmed circle. (p. 391) 
 

Paralleling Jimmy Dunn’s adoption of a Muslim name, George Felix’s act of 

changing his name to Shaka Ifetabe, after the great Zulu reader, reflects his search 

for identity, which is, now George is aware, also futile: 

 
 
I changed mine in the high times, when Africa and roots were the answer – 
finding the lost fatherland – and George was Whitey’s name for us – “Happy 
George”, always a-laughin’ and a-smilin’, God’s li’l chillun. So now… I’ve ended 
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up with no name. I am the Unnameable, ha, which is why I know how to play 
Caliban, of course. (p. 394) 
 

Being “the Unnameable” indexes a certain amount of liminality, hovering over the 

threshold between being and non-being since it entails being unrepresentable in a 

male-dominated patriarchal system where phallus is the prime signifier, thus 

emblematising the position of the feminine and the other as abjects, whose origin 

Kristeva traces to the “affect confined within an unnameable mother”74 in Tales of 

Love. 

George Felix’s words that are quoted below unveils the meaning of “maroon” 

in the title of this chapter and that he is more mature now than he was almost twenty 

years back, when he first encountered Miranda in the film set: 

 
 
‘You can feel you’re marooned – have you felt that? We’re maroons together 
now, so many of us, and we know our own, we know who we can run away 
with’ – he tapped his temples – ‘mentally that is. Oh, don’t get embarrassed 
again – I’m not going to get heavy with you, I promise. I know better than that, 
now.’ (p. 394) 
 

The suggestion that both George and Miranda are “maroons” emblematises the fact 

that Miranda and George find “a shared New World identity… outside of the roles 

delineated by The Tempest’s model of master/slave colonial relations.”75 The link 

George establishes between being “marooned” and “running away” is explained by 

Warner herself relating it to the deliberately punned title, “Maroon/Black”: 

 
 
maroon, the colour (a deep, sort of purply brown), might be linked to maroon, 
the figure of the runaway. It seemed to me that this figure of the maroon – in 
Jamaica it’s the runaways who fought against the settlements on the island and 
the colonial powers there – is a figure that haunts Caribbean history. It comes 
from a French term meaning ‘to run away’. And the figure of the maroon seems 
to me to be the imaginative figure of our time, because he runs away to an 
imaginary homeland, a person who crosses borders and boundaries to inhabit a 
place of elective affinities.76 
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Estranged in England, for they are removed from the islands that their families dub 

home, the two maroons recognise in each other a shared sense of displacedness, 

placelessness and a weariness with this “cowardly old world” with “ungoodly” people 

in it (p. 393). Whilst George’s earlier rhetoric was apparently Caliban’s curse, he 

now finds a way to reconcile with Miranda, thus entering into a loving relationship 

with her beyond ranting, beyond cursing, and beyond the hom(m)osocial act of rape, 

which is an issue in The Tempest. Much as George proposes to forget: 

 
 
‘We’ll forget the Middle East, forget Aids, forget famine, the war, the hole in the 
ozone, torture death rape and murder, forget Save the Children and the 
disappeared, forget forget, forget South Africa even, forget the mean-spirited 
Eighties – I’m starting to forget right now from this minute even as I wear this. 
Because I’m so tired, as the poet said, of our fucking envy and your fucking 
guilt. (p. 394) 
 

they are well aware that the solution lies in not forgetting or denying but re-

membering the past. Instead of a purely sexual relationship, “post-sexual” (p. 389) 

Miranda becomes widower George’s thus Caliban’s mate. Considering that Miranda 

identifies with the black, diasporic elements of herself and that racial identity is a 

matter of political identification and alignment, rather than being one determined by 

birth, it could be asserted that the novel provides Caliban with a black mate. Miranda 

gives birth to the second mixed-race child in the novel, whom they name Serafine, 

thus peopling the novel not with little Calibans but Feenies. Madhavi Menon 

incisively contrasts this ending to Prospero’s play, in which the very idea of 

“illegitimate sexuality is banished from the scene; the purified space is then 

preserved behind a curtain where a young couple chastely plays chess instead of 

embarking on the begetting of bastard offspring.”77 The novel, on the other hand, 

adopts the chess trope investing it with political weight that entails actively engaging 

in action towards a solution: 

 
 
They had begun play. Their openings were well-tried, unadventurous. But these 
same familiar moves would take them in deep: face to face and piece by piece 
they would engage with each other so raptly that for a time they would never 
even notice anyone else outside looking in on the work they were absorbed in, 

                                                
77 Madhavi Menon, Wanton Words: Rhetoric and Sexuality in English Renaissance 
Drama, w/p, University of Toronto Press, 2004, p. 154. 
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crossing the lines, crossing the squares, far out on the board in the other’s sea. 
(p. 395) 
 

Miscegenation that would render Prospero “touch’d with anger, so distemper’d” (Act 

IV, Scene i, line 145) is thus adopted as a solution to Prospero’s phallogocentrism 

and universalising thrust, accompanied with a guaranteed futurity by the advent of a 

daughter, instead of a son. The novel thus goes beyond the figures of Caliban or 

Prospero, considering Kit is a Prospero figure whose life ends in despair, to retrieve 

the power of the maternal, which is furthered in the next and last chapter of the 

novel, which features Serafine Killebree. 

 
 
 

5.5. “Serafine III”: “A Strange Hollow and Confused 

Noise” 

 
 
 

‘To think I really fooled you!’ she marvelled. 
‘It just goes to show there’s nothing like confidence.’78 

 
 
 

The last part of the novel opens in a hospital ward where alcoholic Astrid 

Everard is hospitalised, and having been abandoned by all, including Miranda due to 

fear of hospital infection, she is attended by Serafine Killebree, who is now over 90 

years old, looking more like Sycorax with eyes that “have gone glassy, blueish and 

milky” (p. 400): 

 
 
At this another voice, rumbly and old, like something wisely fermented, cut in 
above the chorus, above the heroic battle cries of Atala, the whispered 
discoveries of Miranda and George. It was a voice with an English mien, in spite 
of the viola timbre of an island origin still vibrating through it: (p. 399) 
 

                                                
78 Angela Carter, Nights at the Circus (1984), London, Vintage, 1994, p. 295. 
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The above paragraph reveals the implied author’s faith in Serafine’s storytelling, 

which can “cut in” above all other voices. Saying, “I heard a story these days going 

around about love that would break your heart, Miss Astrid” (p. 400), she tells Astrid 

the story of a tigress that goes like this: the hunters cast a round mirror in the 

tigress’s path, which makes the animal marvel and entertain herself with her own 

miniature image, thus being captured by the net. Serafine’s story is an adapted 

version of a medieval tale, which Dictionary of Symbolism tells as follows: 

 
 
Medieval bestiaries praised the “motherly love” of the female tiger and noted 
that hunters routinely exploited her maternal instincts, placing a round mirror on 
the ground where she would look into it and mistake it for a tiger cub – which 
she would then attempt to nurse.79 
 

Serafine’s story, which is adapted to reflect the selfishness of the parents, in the 

novel, employs the metaphor of the patriarchal mirror, standing for the regulatory 

power of the look, finishing with a cautionary note: 

 
 
‘It’s no good always wanting the same, the same as yourself in someone else. 
To look for yourself in little, it’s dangerous… It always leads to heartbreak, you 
know, to the disappointment that cuts’. (p. 402) 
 

Apparently interpreting the tigress as herself and the smaller image in the mirror as 

Miranda, Astrid replies, “Blood isn’t thicker than water, not in our family” (p. 402). 

Serafine’s story that is a rewriting of a medieval one thus functions as mise en 

abyme, reflecting a major theme which is echoed explicitly in two instances in the 

novel: Xanthe is said to be Anthony’s “favourite mirror” (p. 289), and Sycorax admits 

her selfish love for Ariel, “the want that drives love away, that makes loving a mirror 

in which you only see everything you want for yourself” (p. 374). 

The following passage that ends the novel epitomises the postmodern 

project of storytelling and ascribes to Serafine the status of a postmodern female 

artist, for what is accentuated is that she does not simply recite the stories she has 

heard but actively invents stories from the scrambled noises she discerns: 

                                                
79 “tiger,” Hans Biedermann, op. cit., p. 344. 
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There are many noises in her head these befuddled days of her old age; they 
whisper news to her of this island and that, of people scattered here and there, 
from the past and from the present… She’s often too tired nowadays to 
unscramble the noises, but she’s happy hearing them, to change into 
stories another time. (p. 402)80 
 

Serafine changes the “strange hollow and confused noise”s (Act IV, Scene i, line 

138.3-4) from the play into structured stories, which furthers her “unifying function.” 

Storytelling is, then, very similar to writing history, for, according to O’Hanlon and 

Washbrook, “[t]he past, including its historical subjects, comes to the historian 

through fragmentary and fractured empirical sources, which possess no inherent 

themes in and of themselves and no unequivocal voices”; these sources in and of 

themselves represent “just noise” which it is the historian’s task to turn into a sense 

of coherent voices through which “the past may give the present intelligible 

answers.”81 As Susana Onega notes, “the contemporary creative writer becomes a 

historian in an attempt to fill in the gaps left by traditional totalitarian history.”82 In the 

person of Serafine, what is once again emphasised is the significance of memory, 

through which one must re-member her/his past in order to take lessons and 

construct a meaningful future for her/himself. 

                                                
80 My emphasis. 
81 Rosalind O’Hanlon and David Washbrook, “After Orientalism: Culture, Criticism, and 
Politics in the Third World,” Comparative Studies in Society and History, 34.1, 1992, pp. 
141-67, p. 149, my emphasis. 
82 Susana Onega, Telling Histories, Amsterdam, Rodopi, 1995, p. 16. 
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CONCLUSION 

 
 
 

Prospero. As you from crimes would pardoned be, 
 Let your indulgence set me free. 
             The Tempest (Epilogue, 19-20) 

 
 
 

Julie Sanders proposes that “[t]he history of Shakespearean re-visions 

provides a cultural barometer for the practice and politics of adaptation and 

appropriation.”1 That said, the tempestuous afterlife of The Tempest seems to 

reflect the shifting attitudes towards the centre-periphery dialectics that are heavily 

informed by the political and cultural contexts of the time. Accordingly, The Tempest 

occupies an ambivalent and liminal place between two positions although it is 

neither/nor or both/and, just like the play’s island, upon which binary definitions have 

been attempted: the play is construed by some as readily conforming to the 

patriarchal and colonial discourses inherent to it, and is regarded by others as 

essentially opposing them. These competing positions derive from the text’s 

deconstruction of itself first by virtue of the fact that fragments of ambivalence, 

liminality and plurality at various turns are wrenched into coherence in the play 

although they admittedly coexist with realism/patriarchy, as Chapters 1 and 2 have 

demonstrated in detail. These elements have been observed in the play’s 

ambiguous formal elements such as structure, plot, language, setting, closure and 

characterisation as well as its tropes and leitmotifs. Second, in addition to, in 

anachronistic terms, postfeminist concerns such as re-membering the past, i.e., a 

female realm, fluidity in gender, feminine mimicry and the blurring of binary 

oppositions, all derived through its characterisation, incipient elements of 

postmodernist narrative techniques such as play-within-play and metafiction have 

also been detected in the play. Parodies of patriarchy and colonialism that are 

ingrained in the play serve as a foil for the arbitrariness of the operations of 

patriarchal and colonial domination represented by Prospero. 

                                                
1 Julie Sanders, op. cit., p. 51. 
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Indigo, or Mapping the Waters too occupies a necessarily ambivalent 

status, in terms of authorship, since it has a British woman as its author, who “writes 

back” to her own heritage. This insistently prevents the novel from being bracketed 

with rewritings from the third world, whilst it also prevents the novel from aligning 

with ‘canonical’ works. In his study, The Colonizer and the Colonized, Albert 

Memmi distinguishes between the colonial, i.e., the coloniser who refuses, and the 

colonialist, i.e., the coloniser who accepts. Also considering the author’s gender as 

well as Robin Visel’s positioning of the white colonial woman writer as “half-

colonization,”2 it could be claimed that Marina Warner is a half-coloniser who 

refuses. This ambivalent position of the novel is compounded by the novel’s 

weaving together of the fictional and the autobiographical, thus meanwhile 

attempting to show the impossibility of fiction avoiding politics and history. The very 

identity of the author also lends the novel an ethical as well as political stance. The 

stress on “the other” over “the same” has drawn a burgeoning attention to “ethics,” 

which is now not a mere adjunct of philosophy but a component of almost all 

discourses. Ethical discourse has it that the other does not simply exist but imposes 

responsibilities, obligations, constraints and regulations, claiming its rights.3 Ethics 

thus “names the obligation to empower the hitherto deprivileged, silenced, or 

colonized other.”4 In the centre of all ethical discourse is the ought: “In ethical 

discourse, judgment tends to issue from the future: the energies of the ought 

concentrate in promises, responsibilities, and commitments.”5 These “ethical 

obligation[s]” issue “directly from the encounter with... the other.”6 To call for a sea-

change in the future, Indigo searches through the wreckage, with which The 

Tempest opens, to deconstruct British colonisation in the Caribbean as a social and 

cultural text and the conceptual paradigms ingrained in it in order to ultimately reveal 

the others’ his/herstories that simmer beneath the strident sources of voices, thus 

introducing an ethical commitment into the act of representation. 

Indigo belongs to the novel genre, which has long been the privileged one 

among other written text-types for appropriative gestures. The reason could lie in the 

fact that the novel proper is the most suitable genre to rewrite canonical works for 

                                                
2 Robin Visel, pp. 39-44. 
3 Geoffrey Galt Harpham, Getting it Right, Chicago, University of Chicago Press, 1992, p. 7. 
4 Ibid., p. 1. 
5 Ibid., p. 11. 
6 Ibid., p. 7. 
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political ends both because of the possibilities the genre allows for and because 

technique in the novel is not only literary but also social: “a genre as socially 

responsive as the novel – as distinct from poetry or even drama – will not develop 

without taking social change into account.”7 As such, since its conception, the novel 

has had claims to representing reality as it is, much as the ways of doing it changes 

in line with the changing perceptions of reality. It follows from this that since the 

postmodern world rejects a belief in the objective status of the real world and its 

independence from a viewing subject; the conviction that language can 

unproblematically transcribe reality; a belief in the centrality and individuality of 

human experience, and a confidence in the teleological shape of experience,8 these 

are perforce rejected in postmodernist fiction. Accordingly, the postmodernist fiction 

problematises sources of perspective, achieving polyphonic perspectivism through 

intertextuality. Indigo, therefore, ineluctably participates in a postmodern idiom in 

terms of structure to mirror “the fragmentary, simulacral, pastiche symptoms of 

postmodernity”9 as well as what the conjunctures between the recent wave of post-

colonialism and postfeminism are marked by: an increased attention to 

ambivalence, liminality and plurality, by and large, as the Introduction has 

demonstrated. The aim in general is to rebut the ironisation of binary closures that 

efface differences. Hence the novel’s reiterated stress on transformation and 

reconciliation. Mimicking the recognisable motifs and signifiers of The Tempest, the 

novel establishes itself as both resemblance and menace not only to the play but 

also the discursive space which canonised the text. The novel’s employment of 

discourse parody, which is the literal manifestation of mimicry, provides the irony, 

which seems to override the play’s comical elements. 

As Chapter 3 has revealed, the first contestation is initiated through the 

liminal paratextual devices that belong to the Discourse space of the novel, namely, 

the titular apparatuses, i.e., the title, subtitle, and the intertitles, the 

“Acknowledgements” part, the map placed in the frontispiece, and finally, the 

“Principal Characters,” all of which dovetail with each other to index the novel’s 

broader contours, thereby acting as play-within-play. Indigo avails itself of another 

                                                
7 Frederick R. Karl, A Reader’s Guide to the development of the English novel in the 
eighteenth century, London, Thames and Hudson, 1974, p. 291. 
8 Martin Travers, An Introduction to Modern European Literature: From Romanticism to 
Postmodernism, USA, St. Martin’s Press, 1998, p. 208. 
9 Homi K. Bhabha, 2004, op. cit., p. 248. 
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possibility derived from the ontological status of the novel proper: the omniscient 

heterodiegetic narrator, a teller speaking from outside the fictional world, as 

discussed in Chapter 3 in detail. Ontologically speaking, each comment of the 

heterodiegetic narrator, who roams out in the discourse, is an intrusion serving to 

fragment and hinder the linear progression of the story time as well as the narrative 

mode. As such, the narrator, for whom the story world is “past” and “elsewhere,” 

possesses a retrospective distance in relation to the events s/he reports, paralleling 

The Tempest, which heavily depends on memory. The heterodiegetic narrator of 

the novel thus overrides Prospero, who strives to establish himself as the sole 

‘narrator’ in the play who tells his and everyone else’s story. The narrator’s 

commentaries fill in the gaps left by the ‘centre’ and are also employed to provide 

the irony in the novel as a discourse parody of the play. 

The stylistic practices of the narrator, who freely moves between the 

consciousnesses of the protagonists both male and female, alive and dead, 

coloniser and colonised enact the polyglot dialogue of social voices in a hybrid 

culture. Sometimes the novel contains multiple monologues revolving around the 

same event that shift between the voices of both the oppressor and the oppressed, 

which replicates the way in which people construct and are mutually constructed by 

their social relations. It also allows for a comparative standpoint from a number of 

places within the narrative rather than privileging any one place without effacing the 

contradictions between contending social voices. The omniscient narrator thus 

becomes fragmented and hybridised, calling into question the normative masculinity 

of what Foucault calls the “author function,” coupled with the presence of a female 

(implied) author,10 as discussed in Chapter 3, which has deliberately left out the 

related concern of the reliability of the narrator due to the difficulty in distinguishing 

the narrator’s opinions from those of the implied author. Susan Sanders establishes 

the significance of “re-gendering” the narrator as follows: 

 
 
The extent to which the “author function” has already begun to be re-gendered 
to encompass female voices is a crucial moment in such a move toward an 
egalitarian cultural framework within which the sex, gender, and sexuality of 
voice might have implications we cannot yet imagine.11 
 

                                                
10 Susan S. Lanser, op. cit., p. 177. 
11 Ibid., p. 181. 
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The novel’s heteroglossic blurring of narrative voices is also achieved 

through the novel’s sub-genre, for magic realism “creates space for interactions of 

diversity” with the ontological disruption serving “the purpose of political and cultural 

disruption: magic is often given as a cultural corrective, requiring readers to 

scrutinize accepted realistic conventions of causality, materiality, motivation.”12 In a 

related way, the metaphors in The Tempest are treated literally in the novel for 

acutely political ends. By way of example, Sycorax’s extraction of Dulé from his 

mother’s belly replicates the way Prospero strives to symbolically give birth to 

Miranda to remake her in his own image; the sea-monster Manjiku is a literal 

manifestation of the dangers of colonialism that come from the sea; Sycorax has 

literally become the subaltern who can speak; the fragmented bodies of the slaves 

that have washed up upon the shore symbolise the fragmented consciousnesses of 

the colonised subjects due to the effects of colonisation; Caliban, who is called 

“plain fish” in the play due to his smell, can swim like fish in the novel; and not least, 

the ritual/magical circle of Medea and Prospero becomes one literally drawn in the 

ground by the islanders during the negotiation with the English settlers. This way the 

‘reality’ that the metaphor conceals is translated into its equivalence in reality to 

expose it, thereby making the literalised ‘fact’ so disturbing that it will not be read 

literally. 

The implications of postmodern characterisation “go far beyond the realm of 

merely aesthetic predilections,”13 introducing the category of the political, which is 

now synonymous with the ethical. Steven Connor states that Indigo has a tendency 

“to read the play less allegorically.”14 The allegoric mode of characterisation in 

Indigo posits the protagonists as unique and representative at the same time. Thus 

a set of leakages between the protagonists is a reconciliation between the centre 

and the other, pitted against the unequivocal rejection of Prospero the 

god/father/king in The Tempest to share the same space with matriarchal texts. In 

the postmodern world where the centre no longer holds, Prospero, who is already 

not potent in the play, is fragmented into four protagonists in the novel, all of which 

                                                
12 Lois Parkinson Zamora and Wendy B. Faris, “Introduction: Daiquiri Birds and 
Flaubertian Parrot(ie)s,” Magical Realism: Theory, History, Community, Durham & 
London, Duke University Press, 1995, pp. 1-12, p. 3. 
13 Thomas Docherty, Alterities: Criticism, History, Representation, Oxford, Clarendon 
Press, 1996, p. 59. 
14 Steven Connor, op. cit., p. 187. 
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end up being yet more dysfunctional and impotent respectively. This feminisation of 

the patriarch is a rebellion that sets an example to Positive Organicism, that is, a 

counter-reaction that rebels against entrenched patriarchal order, which 

 
 
is characterised by a general tendency to feminise, most radically as the 
feminisation of the patriarch. The parallel feminisation of Nature is a matriarchal 
alternative to patriarchal order and (by negation of Negative Organicism) a 
means of verifying the process of feminisation.15 
 

What Indigo offers instead of patriarchal order is duly a matriarchal alternative, 

which is achieved by the framing of the entire narrative through the storytelling of 

Serafine Killebree, who is both an Ariel- and a Sycorax-figure connecting mainly 

Ariel-, Sycorax- and Miranda-figures in the novel as well as those standing for the 

absent female figures in The Tempest. As well as the novel’s emphasis on female 

script instead of Prospero’s, Serafine Killebree’s presence in the novel as the 

unreliable narrator of fairy tales also sets an example to postmodernist fiction’s 

investment in highlighting the modes of unreliable narration to draw attention to the 

bias implicit in vantage point.16 Serafine’s “alarming stories,” “reflecting the totality of 

the main narrative to throw moral light on it,”17 also create a new feminine myth 

reinforced by parallels with mythology, fairy tales and ‘real’ stories, calling out for 

sea-changes in her listeners, thus mirroring both the poetics and politics of the 

novel. This is why her tales have been analysed both structurally and contentwise in 

Chapters 3 and 5. Serafine’s further significance for post-colonial as well as 

postfeminist criticism lies in the fact that she is a colonised subject both inside and 

outside the society in which she lives, having correspondence to such hybrid figures 

as Medusa, Gorgon, Harpy and The Tempest’s Ariel, thus being the subaltern who 

can speak. The fact that Serafine ends the novel in a liminal space and in an in-

between time, which, having broken out of the binary opposition between circular 

and linear, gives a “third space” and a different time the chance to emerge, insists 

on a future when Serafine will continue to tell her stories. The potency of Serafine is 

thus pitted against the impotence of Prospero, who ends his story in despair. 

                                                
15 Yıldız Tuncer Kılıç, “Organicism: An Explanation and Exposition of The Eighteenth & 
Nineteenth-Century English Novel,” (unpublished dissertation), İstanbul, 2002, p. 561. 
16 Julie Sanders, op. cit., p. 57. 
17 Eileen-Williams Wanquet, 2005, op. cit., pp. 278-79. 
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That the island is restored not to Caliban/Jimmy Dunn but to Sycorax/Atala 

Seacole demonstrates the implied author’s hope in the agency and self-

determination of the post-colonial female subject, whose postfeminist implication is 

abundantly clear.  Historically speaking, during the process of colonisation, Western 

patriarchal discourses coincided with local practices to subordinate women.18 

Therefore, by giving the agency to a woman, the novel rejects the practice of having 

men speak for and represent women without real recourse to them.  

For Peter Hulme, “The Tempest turns its back – deliberately if unconsciously 

– on what will become one of the defining factors of Caribbean and, indeed, 

American culture: what the nineteenth century would call miscegenation.”19 This is 

the very concept taken up in Indigo, which is literalised in the union of Miranda and 

Caliban in the person of George Felix. The threat of rape in the play, which Laura E. 

Donaldson designates as a “homosocial act”20 is thus replaced by a union 

predicated upon a mutual recognition of oppression by patriarchy. The ending of the 

novel thus presents a reconciliation between the half-coloniser and the colonised 

subject, thereby overriding and subverting that hierarchical relationship Prospero 

strives to establish between himself and his ‘enemies’. 

No appropriation can be achieved without impacting upon and altering in 

some way the text which inspired the adaptation. Indigo now takes its substantial 

space among other The Tempest rewritings by presenting new ways of seeing the 

female and colonised characters in the play. A range of contemporary critical 

theories suggest that “it is from those who have suffered the sentence of history – 

subjugation, domination, diaspora, displacement – that we learn our most enduring 

lessons for living and thinking.”21 That said, the novel turns that painful “first 

encounter” between Europe and its others into a sense of empowerment achieved 

through dialogue and confrontation rather than denial or omission, which seems to 

be the main solution to the conflicts between all types of enmities on a political level, 

considering that we still live in that ‘contact zone’. 

                                                
18 Ata Quayson, op. cit., p. 116. 
19 Peter Hulme, 2001, op.cit., p. 298. 
20 Laura E. Donaldson, 1988, op. cit., p. 68. 
21 Homi K. Bhabha, 2004, op. cit., p. 246. 
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